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S 梧 EFORE plunging into the thick of the accompanying 
( 直 | treatise，I believe it will interest the reader to 
ij gather a few details about its history。 Fortunately 
these are oObtainable at first hand ; therefore I can 
take no credit for supplying them, further than that 
they have not hitherto been set forth in any connected form. 

The very first we hear of Opex 2Nd DraMa is in a letter from 
Wagner to Theodor Uhlig dated December 27， IT849 :“I have 
Still very much to say to those before whom I am placing my 
4xt2001N of 1he Zifzxe [then in the printers hands] ; I therefore 
made inquiries respecting a newspaper in Which 一 if only in out- 
line 一 I might be able to utter my thoughts about certain matters 光 
A fortnight later (Jan. TI2，'5o) we find our author again referring 
to his 4Lxrkzoox& or Upe ifuxre and adding :“I quite understand 
that you take chief interest in muslic ; perhaps I shall return to it 
at greater length on Some future occasion.” Again，on February 
8, TI85o, and even before receiving a Printed copy of the work 
just named， he writes :“ 工 am resolved to publish Papexs oz LIzt 
ad Zi entirely on my own acccount j Perhaps fortnightly.” 
Nothing defhnite comes of this proposal，except the article on 
4 apiQ CU1N1NCte 一 already translated in Vol. 1 of the present 
Series 一 and in August the article on /ziCa1rmt 1 Lazyt0 published 
in the Avexe CezHNecpzt1l September '5o0。 We next read in Letter I4 
that Liszt js pressing for the composition of 9xeg1zxed 一 ie、the 
Siee1ztzed5 720d 一 and _ significantliy enough Wagner Says: “the 
czotie as to what I should take next in hand has tortured me : Was 
it to be 3 poem, a book, or an essayp”and later on in the same 
letter (undated, but apparently written in August '5o) he addqs,“I 


-had intended to set to work at another book 一 ZZe KecZemipjiozg or 


Ce711103 一 Which should cover the whole ground.。 Feeling the use- 
lessness of this book，I determined to content myself with two 
little essays : first，TZZe 4LozzMte1ttil then，2ZNe ZNpeatty of 
Cyz20lL15060 deducing the conditions of the beautiful from the life 


of the future， But what should I effect by that presh confusion 


一 and nothing else1” Leaving aside the easy handle that the . 
2 。 


aa err 5 
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”last remark affords to those who are pleased to catl Wagner an 
imperfectly equipped thinker "一 a8 was done in a recent English 
criticism 一 this extract is interesting，a8 affording a clue to his 
method of literary composition at that period ; for the essays， Or 
Sketches for essays on Get and ZNpe LozzMie1ltCL have been 
incorporated in the ComMzWUjiia0N 10 NM ZTCNd5，wWritten about a 
year later，whilst that on Cypiliyabioz and the life of the future has 
evidently found its way into Chapter IV of Part II. of Ojper xwNZ 
-Daid， 

By this time the literary longing was approaching a tangible 
shape, for on Sept， 2o, 185o0，Wagner writes again to Uhlig, and 
again after areferenceto .Sryce1zxiZ “Iam thinking of doing some 
literary work this autumn and winter.。 Al generalities in art are， 
for the moment, repugnant to me ; no one understands them until 
his nose is driven into particulars， Now my Particular work 
would be music, and, above all opera. 。。、JIn any case, I will 
shortly send you rather a long article on modern opera, 一 abonut 
及 ossini and Meyerbeer.” This we may take to be the first unmis- 
takable shadowing forth of Opexr xzNE ZaMma although the title 
and magnitude of the eventual book are not yet within clear range 
of vision.。 Another point in this letter is the allusion in the very 
next Sentence, already quoted in my preface to Volume i, to the 

Teceipt of a letter from Feuerbach，apparently accompanied by cZ 
_ that authors philosophical treatises. 

At last on October 9，I85o，we find that the book is really 
begun, though with no definite idea of the size to which it will 
later Sweljl, and under a title which polints merely to the first Part 
of the work as we now have it， This reference, in Letter I7 to 
Uhblig, runs as follows : “My would-be article on opera is becoming 
rather a voluminous piece of writing, and will perhaps be not much 
less in Size than the 4Lzt#-z007p or je iptwze， 工 have decided to 
offer it to J. J. Weber [publisher] under the title，' Das J72ren der 
Ohper' 。 . Ihave only finished the first half ; unfortunately II am 
at present quite hindered from continuing the work， 了 very day 
I must hold rehearsals”&Ac， On the 22nd of the same month 
Uhlig is informed :“I say nothing here about all zsthetic scruples 
Toused in you and others by my artistic tenets and writings，Since 
I propose to treat the whole matter thoroughly and exhaustively 
in my J12zxen Cex Opex 一 which I hope to be able to send you in a 
month。 I shall even be compelled to speak my mind about my 
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former 0peras， The essay is becoming somewhat bulky." 一 In 
passing, I may note that this discussion of his own operas came to 
be reserved, and very properly, for the Commtzjiia8iop. 一 

In Letter I9 to Uhlig，written early in December 185o，we get 
the final title of the book, and a brief synopsis of its contents. 
This letter is peculiarly interesting,，as it shews how the work grew 
under Wagners hands and became 3a real assistance to him， 
through clearing up his theretofore half-conscious artistic procedure. 
He says :“You can have no idea of the trouble I am giving 
myself，to_ call forth a whole understanding in those who now 
understand but half ; yes，even my foes，who either do not or will 
not understand at all as _ yet even them I fain would bring to 
understanding :一 and lastly I rejolce for the mere reason that TI am . 
always coming to abetter understanding myself My boolk which 
is now to be called “Oper zzQ DraMa，is not yetready : it will be 
at least twice as big as the Lrk#zozp or 1e Ziypze。、 工 Still shall 
requlre at least the whole of December before I come to the end， 
and then the whole of January, for certain, for the copying and 
revising. I can tell you nothing about it in advance，except the 
general outline : I. 了 xposition of the essence 0f Opera, down to 
our Own day ; with the conclusion,“ Music is a bearing organism 
(Beethoven, as it were， practised it in the bearing of Melody) 一 
therefore a womanly.' 一 II 了 xposition of the essence of Drama， 
他 om Shakespeare down to our Own day ; conclusion,“the poetic 
Understandqing is a begetting organlsm, the Poetic Aim the fertilis- 
ing seed which takes its rise in nothing but the emotion of Love, and 
is the impulse to the fecundation of a female organlsm,， whlich mnust 


“bear the seed 一 received in Love” IIIL (Here, first，do II really 


begin) “了 xposition of the act of bearing the poetic Alim, achieved 
through perfected Tone-speech. 一 Alas! 工 would I had told you 
nothing 一 for I see that Ihave told you nothing really. 一 Onply this， 
as well : I have Spared no bains, to be exact and circumstantial ; 
therefore I resolved，from the start, not to let myself be pressed for 
tirne， So as not to scamp any part.” He then adds the diagram 
which I have reproduced on page 2, and about which I ought to 
remark that the arrow-heads are Somewhat misleading，as it 1s 
evident，from page 224，that the evolutionary line is meant to 
proceed from the left base-angle to the apex of the triangle, and, 
thence to the right base-angle. 

By January 2o，I851I 一 ie，exactly four months from the first 
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.definite thought of it :一 the whole book appears to have been 
finished, and a portion of it fair-copied, for on that day Wagner 
writes his_ next letter to Uhlig，informing him : “At last I was 
seized with a fury to finish my book, and not to write you untilI 
could send you one part of it fair-copied : this resolution I took in 
hand and. have carried out.， To-day TI send you the hirst of the 
three Parts, and propose to Send you the second so soon 3as ever 
it is tidy, and afterwards the third in the same manner，， ，。The 
”first Part is the shortest and easiest perhaps also the mcst enter- 
taining ; the second goes deeper and the third js a piece of work 
Which goes right to the bottom。 The whole will be a book of 4oo 
to 5oo pages.” In the next letter“beginning of February”he 
says, in addition to the words I have quoted on .page II8:“I 
confess that TI cherish the daring thought of not selling my book 
for less than 6o louils d'or， It has cost me four months of intense 
exertion." 一 Poor man, he only got 2o louis d'or for it, with the 
promise of a like amount when the first edition，of 5oo copies， 
should be exhausted ! 一 Einally we read in Letter 22, dated middle 
of February '5I7,“ Here you have my testament : TI may as Well 
die now 一 anything further that I could do，seems to me a useless 
piece of luxury ! 一 The last pages of this copy I have written in 
a state of mind which I cannot intelligibly describe to anyone.” 
Then follows that touching anecdote of the death of hbis little 
Parrot，which seems destined for an Immortality like that of New- 
ton's dog。 This little household event acquires an additional im- 
portance from another pair of sentences in the letter : “Three 
.days have passed, and nothing can comfort me. . . 。I only wish 
sincerely to get the hateful manuscript out of the house，. . 
There will still be many faults in the manuscript 一 I have only 
”been able to just glance very inattentively through it once.” 
These lines should be remembered,， in reading Part III of Ojpexa 
21HL DjCM1G as they account for many 3 knotty passage, 

The manuscript being now finished and despatched to Uhlig， 
let us briefhy trace its history as a compjleted work， Letter 23, of 
March Io, '5zI says :“ Strike out a whole passage on the frst page 
of the Introduction [wof the “Preface,”as appears in the English 
version of these Letters] 一 I wrote this Introduction when I still 
thought that the whole thing would become a series of musical 
mewspaper articles : now, 3s the opening of a larger bool such a 
tone would give the reader an lmpression of snappiness, it not of 
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pettiness， It would be too terrible, if the book came to be looked 
on 88 a mere attack on Meyerbeer。， I wish I still could withdraw 
much of this _ kind， When I read it myselb the taunts do not 
sound venomous 一 When others read it I perhaps shall ofen seem 
to them a passionate and embittered person; which is aboutthe 
last thing I should care to appear even to my enemies.” Later 
on in the letter one hinds proof of the astounding energy of the 
man。 Most people would have thought that a book of these 
dimensions would have exhausted, at least for a time, its authors 
fund of literary matter ; but no, he writes “ How do 7 feel now? 
一 Well if only I could describe it! The one thing that I now 
could set to work atb with any appearance of use Would be art- 
literature : and that is just what no one asks for. . . 。Would it 
perhaps be better to compose another opera, for myself aione "一 
lt's enough to make one die of laughing !” He dd write again 
and at once，to wit the pamphlet on 4 ZNealze Joz CQouxziiNp， re- 
printed in Vol. v of the Ger. .cp 

上 may pass over the di 全 culties in finding a publisher，and 
merely glancing at the facts recorded on page II8, to which I 
shall presently return，I come to Letter 27, of June 3，5T :“You 
already know that Weber after all，will print my book. 及 ecently 
_ TI received four sheets of proof ; to my astonishment I see that he 
is going to publish it in three volumes, small octavo and very wide- 
spaced 一 in fact quite noble 一 type， Thus he will put up the selling 
price， O, you book-dealers !” Again，Letter 28, of June I8，'57， 
where Wagner writes ; “My book at Weber's progresses at a very 
Slow pace。 My“readings ”here consisted of a selection from 
“Opew UNE Dza1N10 given quite pnivately before a group of 
acquaintances and friends.” Letter 3I, September 8，5I, is more 


importantj Wagner is il and writes:“I have a fresh prayer to 


make to you，。 There are still about twelve sheets of Opev 2NG 
.DzaNG ' to be corrected。 To-day Iam writing to Weben asking 
him to send them to yox，together with the manuscript， You 
really must see to them for me.、 .。 .。 .Don't be angry with me for 
thus disposing of your time.” This“proofb' handed over to Uhlig 

for correction would wellnigh cover the whole Third Parb since 
in the original edition that Part occupbied 247 pages, and to the 
xz92 for the "twelve Sheets ”we must add a certain number for 
the“about.” We thus see that lt was almost a decree 0f FEate， 
that Part III should not be properly revised, firstly in the mant- 
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script stage, and secondly in that of “proof Uhblig's labours would 
mecessarily be confhined to the correction of printer s errors， no 一 
even had there been time for any extensive alterations 一 was he 
quite the best adviser that could be found, on the point of clear- 
Dess 0f meaning ; his Own articles in the Acewe Zet1rcpzi1y are often 
admirable in matter，but whenever he attempts to _ follow his 
master into the depths of zsthetic speculation he loses his way 记 
intricate sentences，unrelieved by any of those hashes of intuition 
which light up even the hardest page of Wagner's prose and make 
his darkest sayings all the more worth unravelling， To this con- 
sideration, also, 【 shall have to return ; but I wished to emphasise 
1N 312 the jack of revision of Part III. 

To resume the historical course 一 On Oct、2o a couple of lines 
give Uhlig instructions, for Weber as to the precise title for the 
book ; merely“OPER UND DRAMA， von Richard Wagner” On 
Nov. 2oth a_ significant message to the faithful frlend : “Why three 
articles on Part TI. of ' Opexy xNQ _DjaMNCi which contains little else 
bnut criticlsms, and only two on Part III? Yet this Third Part is 
really the most important 一 to_ bring to people's thorough under- 
standing 一 Since it goes to the very bottom of the thing。 Don't 
forget to lay stress on “Stuff "一 Part II. 一 as _ centre and axis of 
the wholei for pexe is the crucial point，that I _ set forth Form 
soOlely in the light of Substance，whilst it has hitherto been treated 
quite regardless of all substance Finally on Nov, 28th comes 
the announcement :Well I have received :OOjper ZNG DCNG， 
。.。T shall have one coby interleaved，so as to use it for the 
preparation of a 一 possible 一 Second edition.” 

To complete the history of the manuscript， however， 攻 1S 
stitl one document to _ cite ; and this，unlike the previous refer- 
”ences，has the merit of novelty for the English public， When 
Opevr xzidE Dzawta had passed through its last stage， namely its. 
issue to the press and public，Wagner made Uhlig a present of 
the manuscript with a little pnivate Dedication。 Uhlig died in 
I853, and the manuscript was returned by his family to the author， 
at Wagners Own request，apparentiy in I879， A copy of the 
private Dedication found its way into an Austrian newspaper of the 
latter yeam and thence into the treasure-house 0f 也 err Nicolaus 
Oesterlein 一 the founder and up to the present the Owner of the 
invaluable Richard-\Vagner-Museum in Vienna 一 by whose kind- 
ness I am enabled to give it in an English dress， It runs thus : 
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Dear Uhlig! You once let slip that you 1 still Were guilty of 2 
conservative Weakness for collecting autographs， As Christmas 
18 just upon us, it gives me pleasure to supply that.weakness with 
& fnendly sop。 In the name of God, then, conserve this manu- 
script as pertaining to your household goods， But above all take 
cheer from the binding, in which I have endeavoured to reverse ， 
Goethe's saying ;Grey，my friend，is every theory，” so that 工 
may call to you with a good conscience : Red, o friend, is this 
”my theory 1 . Zurich，December 2I，I85I. Yours，Richard 
Wagner." 一 It is perhaps scarcely necessary to_ point out the semi- 


political allusion to the revolutionary tendency of the art-theories . 


embodied in this book， 
了 Having watched Ojpexr 2wNZ 0 proceed through all the 
stages' of its first edition, TI may add that its second edition did 


not appear until I868-9，practically unaltered， If that “inter- 


leaving ”was ever effected，there appears to have been no use 
made of the blank pages 一 unlike Schopenhauer and his continued 
additions to Die J82eb a6 18500e xpQ 7Dzryielwp1pg 一 So that a re- 

vision Would be quite out of the question ; a man's views will 

generally alter，oOr develop, so much in seventeen years,， that it 1S 
quite Impossible to tinker at the original work without destroying 
its SpOontaneity， Moreover when a bodk has already become the 
subject of considerable controversy, it is almost an act of literary 


disingenuousness，to subject it to an entire recasting ; Wagner 


felt this, and thus has left us a record of the most important stage ， 
in his intellectual career for the loss of which no smoothing down 
of spurs and angles could possibly have compensated. 一 The third 
edition of Oper wz Dzamad forms one-third of Volume iii and 
two-thirds of Volume iv of the CesaMMNielle ,cpzt1ieNt 1Ssued in 
I872， The fourth, and as yet the last edition is that contained 
in the“Volksausgabe”issued in I888, 

TI must now turn back to an incident in the early career of the 
book，the discussion of which in lts propel order would have 
broken the historical thread, as it calls for rather more detailed 
treatment， If the reader will refer to my note on page II8 he 
will hind an extract from 3a letter to Uhlig，in which Wagner 
alludes to certain“ articles taken from Part II.， for the Dexvticbpe 
”Lowahycpzt 拒 Beside that extract TI must now Place another， 
this time from a letter to Liszt dated July zz I85I and the only 
important allusion to thbis book in any of Wagner's published 
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COrrespondence apart from those I have cited above， In this 
letter we read :“4Obpexz UNI _DyaMma : is passing through the press 
Very slowly, and will scarcely be ready before twq months， Out 
of this book I have, by special desire, contributed to the Dewkiche 
-donpzce1scpzt1 one or two articles upon modern dramatic poetry ; 
but I now regret 让 一 for，torn from their context, they do not 
sound particularly clear， I send them to you all the same， 
3although I am half inclined to ask you to ignore them now. 。. ， 
Iow delighted 工 am about my ]zxp&e ice1jAeL [ie about the 
Weimar proposals, through Liszt, for a performance of the work 
SO Soon 3s completed];i he will deliver me once for all from all 
aurticle- and essay-writing， I shall spend all this month in gain- 
ing back my health, so as _ next month to throw myself into the 
mnusic.” Now, if we compare those articles in the ALozpzaA5cHzt1 
with the parallel passages 6f Ojpez zxNL Dra1p0 We find a large 
mumber of minor alterations and one very important addition， 
Wherever these minor alterations constitute a Substantial diverg- 
ence between the two texts，I have noted them in the accom- 
Panying translation ; but there ls scarcely a Sentence，of these 
“articles,”which has not been retouched in some trifing detall, 
Stch 3s the punctuation Or the order of the words， In this 
Particular section of Part II., therefore，Wagner indisputably took 
advantage of the opportunity for refhection，as afforded by its 
having already made an appearance in Print; and in almost 
every instance these retouches add clearness to the original matter. 
This point I wish to emphasise, in connection with the letter of 
September '5I in which he declares himself too unwell to go on 
Correcting his prook of Part III; nor was it at all against his 
custom, to make amendments to a work while passing through the 
press, for we find him saying in a letter to Uhlig， of September 
"5 :“It 1S8 NO5L eyeNtpiQL that 工 shouljd be able to look once 
more through the whole [a pamphlet on Theatre Reform] before 
it comes out，So as to be able to make， 3 Some Small 
alteratons，perhaps Some mere omisslons.” 

But the most interesting fact about these hlompzahscpzt1t articles is 
this 一 that they do not contain a word about the Gdipus-Antigone 
myth。 工 notice that Mons， Noufard, on Page 2o of Volume il 
of his excellent 太 aemexy Z aprer Lpt-MEMiC， considers this passage 
an intercalation ”ie. an addition to the original text of Opez 
ZNL Da11ia0 and assigns it to the period mentioned on page 358 
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of the 0 (Vol i of this serica) When Wagner WaS 
-balancing in his mind the respective merits of History and Myth 
-as subjects for Drama，namely the years I848 to z849 whea 
Zaxbaxossa and ,Siee1jieZ were dividing his attention。 This really 


”jnvolves two questions : the one as to zhpeljpex the passage existed 


in the original M.S., the other as to z0pem 让 was written。 The 
first question, I think,， may be easily decided, although there is no 
documentary evidence to assist one 一 at least, none accessible at 
present， If the reader will take page 18o of the accompanying 
book,， and pass straight from the asterisk to the passage quoted in 
the footnote, and then skib the intervening pages until he arrives ， 
at the asterisk on page I92, he will have before him a translation 
.of the text exactly as it stood in the LowaAscpzt1y he will fnd 
_ that there is absolutely wo break of continuity in the chain of 
thought，and that certain words such as“Fate”'“Ssinfulness，” 
and “erroneous views of Society”are brought quite close to- 
gether，in a manner evidently intended by Wagner at the first 
writing of the chapter。 True, that this would reduce Chapter III 
to little more than three pages; but it is quite intelligible that 
those three pages should originally have formed the opening of 
what is now Chapter IV, for there was no break in the rnagazine 
“article，beyond the commencing of a fresh paragraph. When 
I further hnd that there is no other allusion to GEzdipus through- 
out the book，except a foot-note evidently cdaed to the close of 
Part II，to me it seems quite，clear that Wagner 一 qissatisfted 
with portions of what he had already written now that he had 
seen it in Print 一 decided on relieving a somewhat stiff chapter by 
the introduction of these Superb pages.。 了 ad there been anDy 
letter to Uhlig of about the same date as that to Liszt above-cited， 
we Should doubtless have heard all about the change;i but there 
was none, for the very good reason that in this letter Wagner tells 
Liszt that Uhlig is now zz1 2 at Zurich. 
The second question as to zhpenz this CEdipus-eplisode waS 
written, 1s not qulte So easy to settle, and it really lies quite 2part 
from the question of its being an afterthought ; for in either case 让 
might well date from an earlier period, and have been an lnstance . 
of working up old material that was lying by, just as we are told 
that a theme from the ZzebesVexzbol found its Way into 727x11pLU5eC7 
that the“Charfreitagszauber ' of Paxstjpl dates from these Zurich 
years， Ac &c， This in facb is what I _ believe to have actually 
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occurred，judging by internal evidence。 The style of much of 
thlis episode is quite different from the style of the rest of the 
book 一 however composite that may be 一 and_ closely resembles 
the mazztex of the“Vaterlandsverein speech”and the mcalexr of 
4 _]2rawk of Nasaxe1p,.” Those strings of rhetorical questions on 
pages I84 and I89 are So much like the speech”that TI cannot 
but think that the major part of the episode was originally in- 
tended for a contribution to August Roeckels % 120p5bLUer” of 
7Y848-9. One Or twWwo other considerations confiirm me .in this 
belief :一 namely the occurrence (a) of the expression “% public 
opinion ”three times in this episode (pages I8o, I86, and ro9Th， 
an expression which I do not remember to have come across in 
Wagners writings，until those of many years jater，but which 
would be the word most likely to come to the pen of anyone 
writing for a political newspaperj;i (b) of the allusion to “oaths， 
.Which we find dwelt-on in both the speech and the dramatic 
sketch, and II fancy nowhere else ji (c) of a line which ushers in 
the episode，with the words “ significant in 80 many OHmez re- 
spects” I am aware that there are many Sentences here which 
are not at all likely to have been written in the Dresden period， 
and are in perfect harmony with the rest of the book; but 
no_ author，with the slightest feeling for literary workmanship， 
would dream of pitchforking an earlier Sketch into a later work 
without retouching it in many a particular， It would be quite a 
simple matter to point out the lines where the old matter is 
embroidered with the new 一 upon the hypothesis shared by Mons. 
Noufaard and myself 一 but it would serve no other present Pur- 
pose than to strengthen oOuI position， At any Iate if it 六 an 
addition, there 1s a sentence in the upper part 0f page I8o that 
not only would make possible its introduction，but would most 
Probably have suggested it. 


To criticise the book as a whole, is Scarcely the province of its 
transjator ; for the mere Work of carefully inspecting each sen- 
tence, to ensure its correct rendering，gives one far too much of a 
mlicroscopic habit to be able to take a general Survey ; Inoreover 
the continual revision 0f parts, both in the manuscript and the 
4 Proof " stage, leaves one with a most confused impression as to 
how those parts are arranged 一 for example，one may be writing 
the manuscript of Chapter VII while correcting the“proof of 
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Chapter 【[ and going over tbhe 《revise， of Chapter IV， Some 
months hence, TI hope to be able to take up the whole matter in a 
series of articles for 4 Ze pezkfem ”when I shall have had time 
to get the sections back into their proper order in my brain。 
Meanwhille，before saying a word about the separate Parts，I may 
add that my own study has convinced me of the general truth of 
whbat Mr H. S. Chamberlain once Said in the “Repxwe 70g1NpoXCNNC 
《1888) : “These two works [je. the present and ZNe Lzizoozp] 
may, and in fact ought to be considered as intimately connected 
with the Kijg des Abewnpbet，，， .If it was his dramatic projects， 
_that inspired him in the first place with the idea of writing these 
studies, it was those also that he had before his eyes when 一 in 
Opezra and _DzaMC 一 he entered into details upon alliteration，&c. 
I even think that thls preoccupation with the particular poem that 
he had in view, is a fault in this hne work,， and that the Lzpzoxzp 
Oo He Ziztzxe written at a moment when the Aixig was less in the 
forefront of hls thought is in many respects its Superlor. Butb to 
admit that there are faults in any great work, is only to say that it 
is human，especially when one remembers the enormous range of 
subjects treated in it; whitst, to claim superiority for its predecessor 
4 in many respectS ”is not to place the present work on a really 
lower level， The superiority of 7Ze 4xkzoxzt Iconsider to lie in 
ts more methodical arrangement and its greater balance of 
diction ; it is far more readable in the German, and in fact there 
are only about a couple of sentences in the whole of that work 
which present any real ambiguity of meaning. Ojpexa CNLQ Dra11lG; 
on the other hand, is a work which combines all the advantages 
and disadvantages of having been written at a terrifc pace 一 for it js 
almost incredible that a book of this magnitude, in every sense 0f 
the term， Should have been dashed off zz _ jxuzr Mozt1ygy the advan- 
tages might have been retained, and the disadvantages removed， 
by laying aside the completed manuscript for a few months, and 
then taking it up, for purposes of revision，with the impartial eye 
of practically a stranger。 This，however，was not to be : the 
COMTNUNUCaENLON Was Waiting to be written, and even that was con- 
tending for pride of place，in Wagners mind, with the rapidly 
approaching project of the zzzei; all these theories 一 beyond atl 
value, as they are, to a student of Wagners dramas 一 were yet but 
the antechamber to “Wallhall， Thus the very work which was 
to enlighten the uninitiate as to the great artistic reforms the 
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Poet-composer had in his brain，was here and there obscured by 
the critic-philosopher taking for granted that everyone would be 
able to follow the many intercrossing lines of his association of 
ideas。 It was as though a musician should set his fnll score 
before persons who had onliy just learnt to read two staves. 
Nor do I mean this merely as a metaphom for even his music does 
not afford a stronger proof of the “polyphonic "nature of Wagners 
mind, than many pages of this Opexa azNL DramC。 It is not that 
3 Sentence is discursive, wandering off into mere bywaysjlike those 
of Jean Paul Richter : no, even the most complex sentence in this 
woOrk loses a considerable amount of its force and import by the 

omission of a single subsidiary clause，or even of an adjective 

which at first sight seems unimportant， To reduce this“score ' to 

two“staves ' would be an inhnitely more difcult task than that 

which 再 ans von Biilow accomplished with Z7yislzz UNCQ Lolie ， 
some of the motives ”wouid be bound to drop out and，upon 

their recurrence later on，one would have lost their yazyoz LeElze. 

But I see that I am beginning to touch on the translators fate ; 

and 太 cel I must reserve to the close of my Preface. 

工 proposed，just now，to glance at the separate Parts，。 Well 
the First presents one with next to no dificulties at all ; merely 
an Occasignal Sprinkling of Feuerbachian tricks of phrase，such as 
“will and can,”'“ essence "and “is and should be”; the chief 
thing that strikes one in it，is the remarkable manner in which all 
its CTiticisms have become prophecies fulSlled, and the studious care 
with whlich Wagner has avoided any reference to his own operas， 
even Where it must have been on the tip of his tongue to say 
“Erezzz ”when attacking Meyerbeers Propp2le. 一 The Second 
Presents us with _ considerable di 儿 culties in Chapter IV 一 mainly 
political 一 and in the latter part of Chapter Vi; but it is of far 
wider-reaching import than anything else its author wrote， either 
before or after and this he himself appears to have recognised 
ljater : nay even at the time for he writes to Uhlig, in February 
“57 “T feel inclined to dedicate my book“To thinking musicians 
and 一 posts。 Whats your opinion P Would not the poets cry 
out that I am madly arrogant?” Here it is obvious that 
Aristotles “Pocehpcs ”was consulted by Wagner (naturally, in a 
German version)，and possibly Lessing's “Dramatuzey)” though 
reference is made Solely to the“ Zeocoozpz ” ; and I firmly bejlieve 
tbhat in times to corme this Second Part will rank as the third 一 and 
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most important 一 link in the chain commenced by the two earlier 
writers ; at any rate any obscurities here will wellnigh vanish upon 
consulting Aristotle and Lessing, especially the latter .as rendered 
into such bueut English by Mr Edward Bell， 

The Third Part is undeniably a di 儿 cult piece of work, and I 
am not ashamed to confess misgivings as to my rcndering of cer- 
tain Dassages, for I know that even at Wahnfried”a few of the 
pages are considered .doubtful of interpretation。 The causes I 
have already hinted at, namely over-haste in production coupled 
with want of careful revision ; but to these I must add two others, 
an almost entire oblivion，on the part of the authomr that he was 
writing for anyone but himselb and a method which combines 
Synthesis and analysis almost in one breath. II have already pro- 
tested against the accusations that Wagner was an“ill-equipped 
thinken”and that his style was“ involved and discursive ”; the 
truth is that he was too Zel equipped a. thinker and forgob at 
times， to make concessions to the weaker Vessels，whilst there are 
Very few of his Sentences which are really long-winded, as distinct 
from being packed with positively zece5yC1JN clauses : no, the di 伍 - 
culty of many passages in this Third Part consists in their intense 
condensation of thought, their saying in twWwo or three words What 
it would take a page to set before any reader who requires to be 
told that“four ”is virtually“two multiplied by two.” 

I think that my readers must be nearly tired of the name of 
Feuerbach, and 工 promise them that there will be no occasion to 
refer to him in future volumes. Personally I should like to 
-strangle his ghost if that were 3a possibjle feat; but Isuppose he 
had his uses in the development of Wagners thoughtb for I can- 
not believe that it is mere Chance that brings one mind to in- 
fuence another， Anyhow the Feuerbachlian terminology is writ 
large upon much of this Part III，and that unlucky present of 
treatises must account for the recrudescence of a phase of thought 
Which seemed to be passing away in /zidazzmMi 1 Lazyiic and the 
”early chapters of Ojpexa 4ZNQ DzaN1ia. Here again，however 工 
cannot insist too Strongly upon the fact that it was mere zz11z- 
”Oley，and only portions 0f Ma which Wagner borrowed from 
”Feuerbach ; thus we shall fnd“ necessary ”occurring So often in 
the Feuerbachian Sense, that I think needful to caution readers 
against taking it in the everyday meaning. Moreover Wagner wasS 
just then in the stage of philological study whlich makes one see 
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记 every“root ”the stem, the branches, and the leaves that have， 
may，or may +…yve sprung from it ; in every sense this was the 
Period, with him, of deihcation of the Word. 四 


Thus TI come at last to my own labours in this book ; for the 
literal translators task is almost conhined to dealings with the 
ZOO7L 司 是 

Unlike Das REwzsfaoezp Cez ZUpUN1I (Art-work of the Future)， 
Oper UNQ DjCM1C had been translated before, and that so long 
ago as.1855-6, in the columns of the departed 4 LUbhxiiial 172rl2 7 
(Jondon)， Before starting on my translation I glanced at the older 
version in that journal ; but the reading of two or three pages, at 
random here and there throughout the work，soon convinced me 
that there was no assistance to be derived therefrom。 At a meet- 
ing of the Musical Association，held December I3 of last year， 
TI read a paper on “ Richard Wagners Prose”and as it has since 
been published in their 4 Proceedings of Session 1892-3 ”Ineed 
not here go into the matter，except to confess a feeling of greater 
lenience 一 pof towards the editor of that old journal 一 but towards 
the earlier translator of this book j; when that paper of mine was 
written I had only just commenced the present version, 一 lts con- 
clusion has convinced me that it is better to be bumble， For a . 
work of this kind is enough to knock the vanity out of any man， 
the _ conditions being so entirely unique， No other of Richard 
Wagners literary writings presents one half the di 仙 culties of Part 
III, and portions of Part II of Opexy xzL ZaMa one is presented 
with a theory absolutely ;2 He malz1g ， and to step from the path 
of literal exactness 一 either to the right，by narrowing, or to the 
left by widening the meaning 一 would rob the work of all historic 
value。 It is of no use to fatter oneself with the thought that /aler 
works of Wagner either jliterary or musico-dramatic，justify such 
and such an interpretation ; for the point here，the grand in- 
structiveness, is zal particular Stage a certain line of thought a 
certain characteristic proposalb had arrived-at in the authors mind， 
Then, again, there are certaia words employed over and over again， 
and acting as a kind of /eztwiopzem through the work : to fnd satis- 
factory English equivalents has Scarcely ever been an easy, often 
an impossible task.，“ Moments”for lnstance 一 for that word one 
might rest content with drawing attention to its Specific use ; but 
4 bedingen ”and“ bestimmen， 一 0ne had to take refuge in such 
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cumbrous and dishiguring terms as“condition ”(used as a verb) 
_and 《determine ; whilst “ Zusammenhang ” could only very 
rarely be allowed to appear 3s“hang-together” (its best and . 
strictiy etymological equivalent) or even“ continuity,”but had to 
”ing the changes on“cohesion, conjunction, connection”&xc,, &zc. 
”Then there were combinations,， such as'the poetic aim,”which 
must be stereotyped at,once, to avoid confusion ; and lastly one 
”had passages where the tantalising epithets seemed to group 
themselves into &a coruscation bafning all description。 Such 
passages 工 mmay expect toO See gelected as choice specimens Of 
_ either the authors Or the translator's style; but to the general 
reader 一 not reading for the mere Sake of hnding things to carp 
at 一 I may safely leave these passages in trust, Knowing that if he 
reads the book from beginning to end, and not 2 mere Sentence 
here and there, he will fnd the thoughts explain each other。， To 
others TI would offer the following quotation : “As for the third 
Unity which is that of Action, the ancients meant no other byit 
than what the Logicians do by their Aiztzyg, the end or scope of 
any action ; that which is the first in Intention，and last in 
. 卫 xecution : now the Poet is to aim at one great and compleat 
action, to the carrying on of which all things in his Play，even the 
very obstacles， are to be subservient ; and the reason of this is as 
evident as any of the former， For two Actions equally labour d 
and _ driven on by the Writer，would destroy the unity of the 
Poem ; it would be no longer one Play, but two : not but that 
there may be many actions in 3 play . . ，but they must be all 
Subservient to the great one”&c，、 This is zol from Richard 

Wagners writings 一 though it well might be 一 but from “4z 
”ssaey or_.Dramabicp Poerxte ”by John Dryden (I684) whose claims 
as prose-writer are by many considered to rank higher than his 
claims as poet， 工 have quoted it for a double Purpose : in the 
first place，to illustrate Wagners use of “aim ”and “great 
action"; in the second to justify my own frequent employment 
of “capitals.” I am perfectly aware that the use of a capital 
Afor“Art”is jeered at by those whose own art had better be 
printed upside down ; yet I have felt that it was not only allow- 
able, but helpful, to capilelrie such words as“ Understanding and 
Feeling”and several others，rather than run 3 greater risk of 
misunderstanding， I ought to say,， however，that all nouns are 
decorated with capitals，in the German ;j therefore，that my 
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selection of any particular word for this mark of distinction 和 
purely arbitrary, though guided by a defhinite purpose. 

I may add a word about thbhe Summary and Index， These I 

have tried to make supplementary to one another, so that the one 


shall shew the horizontal, the other the vertical, lines of cleavage.。 


Moreover an index is generally called a“ subject-index”: in this 


instance，IT have endeavoured to make it also an index to the 


“predicates. Such an attempt is most di 儿 cult to carry out and 
I am not thoroughly satished with the result ; but at least Some- 
thing approaching a“concordance ， was Decessary for a work of 
this unique charactem 一 SoOmething that should afford a faint clue 
to the marvellous meshwork of thought that binds this treatise 
into one organic whole，whatever apparent defects there may be 
in ilts arrangement of minor parts。 


In conclusion I must thank the general body of my critics for a 
Teception，accorded to Volume 1，by far more cordial than my 
most Sanguine expectations could ever have prefhgured， It has 
encouraged the Wagner Society (London Branch) for whom this 
woOrKk ls undertaken in the first place, to enable me to double the 
speed of publication ; So that the present volume makes its ap- 
pearance 8 year earjlier than TI had promised, and the remaining 
four or fve will， it is hoped, follow year by year， Imay add that 
Volume ji will contain，zzfeyr diC，4A Theatre for Zurich>” 
“Judqaism in Music”“On the Performance of Tannhiuser” 
Ac &zc.; also that, the style of the originals being Simpler，my 
readers may reasonably anticipate an improvement in my own. 


Wxw, ASHTON ELLIS. 
LONDON， ChArixlara5 1I893。 


- 一 m 一 一 ”san aanaimn 本 


OPERA AND DRAMA. 


OPER LAND DRAMA 


Richard Wagners Proee Woska VOLIL 


2L2 C [ler 1 Thpeodow CN deled .Decempe TI85o 180pNev- 
SCIS 。 4 bpy poop oz Opbera and Drama zo11l pe at [past 1201ie 05 05 
CS The Art-work of the Future。 ， ， ， ZadZa CapgyzC1N1 05 加 
Z0Np1Cp 7 CNM NO1 SU8C 20Ne1et 7 SNpCII NUpt 玉 2210 MI 5008 0O7 10L2 

QTNpe CapgzaM 吏 9GU6560ON 0 NOtf NE 久 2047 21 Opera and 
JDrama， bp pg pecN NUp05Nel 35811ie Ne 0U1jo10g da1 15 
Letters to Uhlig, Fischer & Heine, oms zzip，20810 DezMi1551018 OF 
desro 到 Cxtzel 名 CO 到 下 Nezt xibzpodwiel 一 


赂 ortfpradge &iteratugt @efgidgte 
NS 


-rrb 
! :2 
呈 
安 ) 一 
三 全 
Sa 忌 

了 
| 
| 

| 
| 
| 
1 | 
您 efn8 -人 ecnun 作 
让 Poeaare 人 ap 
Sonfypra iorttonfprade 
8 人 处 ofknbeteg 中 rama 
只 ytyob qrantatifder 哄 ytgob 
weeeeewaeaeagammageggegemggemeemeemeeeeemeemmonewasemameemeeen 
改 cnf 仆 


1 ENSOA 扩 1 z00ULZ teaC 18OzGSbeecp Diezatp1e Clotp 
CzacpeledL 2 CINpCezglCNGINB 2 0O18 ctZey 3100 NO 12 
HzNpC CNNgg pie， .BENbUi 一 Gyeck Tyapgedy 1e zt152LNa1C 
4 RomzitiCe (0 coNt) 一 Pay CNQ Objezta pelotc 1Jese op 1e [1 
4 ZNe-ipeecp，ZyztC， Lp pyactetiGd 7 《2e0Npg "一 0 1e 
VENA “了 殉 oz 太 ZONE-SNeec COMBACUE DjtV1N1G， DJCGNQNC AVI 1 
Zzracpelid 7 “ea5o1t ”(o7 “ZNU1G6ON 8) GUNG Ne 200p002 EU1C 
EOUVCEVNCOC ZY 21e [38 2007 权 和 AR1z 

TRANSLATORS NoTE. 


_DEDICATION OF 工 世 忆 SECOND 
EDITION 


(of the Original) 


7 Copyta1p1p ytCN12 


SI BOUT the same time last year as T received 

from you a letter in which you so delighted 
me by the account of your impressions on 
reading this book of mine，I learnt that its 


frst_ edition had been exhausted some little 


While back. . As I had been advised not long before, that 
.a tolerably ample stock of copies was sti 刘 on hand，I 
asked myselb in wonder : What could ,be the reasons for 
an evidently greater interest, Shewn of recent years, in a 
literary work whose very nature preciuded it from being 
destined for any Public ， My previous experiences had 
taught me that its First Part，containing a criticism of 
Opera as an art-genre，had been skimmed by mnusic- 
reviewers for the newspapers，and its incidental jocular 
remarks had met with some notice ; while a :few real 
musicians had earnestly discussed the contents of this 
first portion，and even gone so far as to read the con- 
structive Third Part Of an actual consideration of the 
Second Part，devoted to the Drama and dramatic Stuff 
(Sto), no sign had reached me: obviously my book had 
fallen only into the hands of Professional Musicians ; to 
_ eur Literary-poets it had remained completely unknown. 
From the superscription of the Third Part :“The Arts of 
Poetry and Tone in the Drama of the Future，a title 
“PtUptU1N1isMitUStB ”(( Music of the Future ") was derived， 
to_ characterise a_ latest musical “departure'” as whose 
originator I_ unexpectedly was brought into 纪 ll-blown 
World-celebrity. 
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Now，however，I have to thank that earlier，quite 
meglected second portion for an otherwise inexplicably 
increased demand for my book，occasioning. its second 
edition。 There seems to have arisen, among certain folk 


.to whom I was utterly indifferent as poet or musician, an 
interest in the task of searching my writings, of which one 


had heard all kinds of curious things, for dangerous re- 
marks on politics and religion.。 How far these gentry 
have succeeded in fastening on me any dangerous ten- 
qdencies, to their own thorough satisfaction,， I have as yet 
to _ learn: at any rate，they were able to induce me to 
attempt an explanation 上 of what I meant by demanding 
the“ Sinking of the State (UNlezBUMNE GCCS ladates 
TI must confess that this placed me in some perpblexity ; 
and, in order tolerably to extricate myselfb TI _ readily con- 
sented to the admission that I had not meant the thing 
so _ very badly，and that，upon mature refection，I_ really 
had no serious objection to the continuance of the State. 
The upshot of my various experiences with this extra- 
ordinary book was this ; that its publication had been 
altogether useless，had only brought .annoyances upon 
Immyself and had provided no one else with any comforting 
instruction。 I felt inclined to consign it to oblivion, and 
shirked the wory of a hew edition for the simPple reason 
that I should have to read it through once more ; a thing 
which，ever since its first appearance, TI had had a great 
repugnance against doing，， Your so expressive letter， 
however has all at once reversed my purpose， It was 
no mere chance, that you were attracted by my musical 
dramas whilst 工 was flling my brain with the contents 
of your political writings. Who can measure the depth 
of my astonished joy when you cried to me in recognition， 
from that so misconstrued middle portion of my refractory 
book :“Your Foundering of the State is the Founding of 
my German Empire!” Seldom can there have been so 


2 了 vidently the series of articles on“ Cez11p01p 47L GUNQ Cez111012 DO0808C5 
that appeared in the .Szdadezxprepe Pyexse in 1867, and were Subsequently re- 
Printed in Vol VIII， Ges。Schr, 一 工 R， 
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complete a mutual supplementing，as here had been 
prepared upon the broadest basis betwixt the politician 
and the artist And in this CexMmaNt 23bpi7t4 Which has 
brought us two, while starting from the utmost opposites 
of customary vision，to the deeply-felt perception of the 
grand fore-calling of our Folk we well may now believe 
with strengthened courage. 

But it _ needed our encounter，to strengthen our belief.， 
The eccentricity of my old opinions，as still apparent in 
the accompanying book，was certainly occasioned by the 
despair there lay in any opposite views.。 And even now， 
the antidote for this despair would prove of little virtue， 
had we to solely seek it in the aspect.of our public life : 
each contact with that public life can only bring men, flled 
with our belief into associations promptly to be rued ; 
whereas a thorough isolation, with all its sacrifices, affords ， 
the only rescue， The sacrifice you laid_ upon .yourself in 
this sense, consisted in the renouncement of any general 
recognition of your noble political writings, in which， with 
most persuasive clearness，you point the Germans to the 
Weal that jlies so near their door.， Smallier seemed to be 
the sacrifice the artist had to bring, the dramatic poet and 
musician whose works spoke loud from all our public 
theatres to you，and kindled so your hope that you Saw 
already a strengthening food supplied to that belief. 二 
came hard to you，not to misunderstand me，not to see 
a_ morbid overstraining in my denial of your conhdent 
assumptions，when IT tried to teach you the little inward 
worth of my Successes with the theatre-public.。 Yet at 
last you taught yourself that fundamental lesson by an 
exact acquaintance with the contents of this book，now 
dedicated to you，on Opera and Drama. For sure it 
opened up to you the wounds concealed from all the 
world， the wounds of which，before my own unshaken 
conscience，Imy Successes as 3a German“opera-composer 
are _ bleeding still， In _ truth，and even to this day，can 
nothing reassure me that these successes, in their welghtiest 
factor，are not still grounded on aa misconception 
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which downright bafnes all the real，the only aimed 
SUCCess. 

The explanations of this seeming paradox I laid before 
the public now wellnigh eighteen years ago, in the form 
of a detailed handling of the problem 一 Opera and Drama. 
What I must wonder at above all else, in those who grant 
this work a searching scrutiny，is this : that they should 
not allow themselves to be tired out by the di 外 culties of 
the exposition，which were thrust upon me by the very 
nature of that detailed handling.。 My desire to get to 
the bottom of the matter and to shirk no detail that，in 
my opinion, might make the di 印 cult subject of zsthetic 
analysis intelligible to the simple Feeling, betrayed me into 
a Stubbornness of style，which to the reader who looks 
merely for entertainmentb and is not directly interested in the 
Subject itself，is extremely 1likely to seem a bewildering 
diffuseness。 As regardqs the present revision of the text， 
however, [ have decided to change nothing therein of im- 
portance's since just in that aforesaid di 印 culty of my book 
have 1I, on the other hand, perceived its special recommen- 
dation to the earnest thinker.。 FEor this I almost feel that 
an apology would be both superhuous and misleading. 
The problems，to whose handling II was impelled，have 
never before been investigated in that connexion wherein 
I_ recognised them，and not at all by artists，to whose 
Feeling they most immediateljy address themselves，but 
merely by theorising zstheticians，who, with the best will 
in the world，could not avoid the evil of employing a 
dialectic form of exposition for subjects whose funda- 
mental essence has lain hitherto as far from the cognition 
of Philosophy as has Music_ itself Shallowness and 
ignorance fnd it easy, by drawing on the garnered stores 
of Dialectics, to prattle about things they do not under- 


”上 xcepting where they involve mere alterations of grammar，punctuation， 
or altogether Synonymous terms, these few Variants will be noted below the text 
in tbheir proper Places。 For their discovery I have again to thank Vol L. 
of Dr Hugo's “ARxcpaxd 有 1apgweez apetzrllpe Etlzoickelti112 mentioned in the frst 
volume of the present series. 一 工 R。 
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stand, and in a manner to make a brave show in the eyes 
of the equally uninitiate : but he who does not merely wish 
to juggle with philosophic notions before a public which 
has none itsel6 一 he who，the rather，in facing diffcult 
problems desires to turn from erring notions to the right 
Feeling of the thing itsel8 may learn Perchance from the 
following pages how much trouble it costs a man to fulhl 
his task to his own inward satisfaction. 

In this sense, then, do TI venture to commend afresh my 
book to earnest notice。 Where it meets with this, as was 
the case with you，my honoured Friend，it will serve 
towards the filling of that yawning gulf which lies between 
the mistaken spirit of the success of my musico-dramatic 
works, and the only effect that hovers in the air before me 
as their right one. 


(The original of the above 
was written at Lucerne, April 
28，1868. 一 TR&R.) 


PREFACE TO THE FIRST EDITION 
(of the Original) 


FRIEND has told me that，with my earlier 
utterances on Art I angered many persons 
far less by the pains I took to unmask the 
grounds of the barrenness of .our nowadays 
art-making，than by my endeavours to fore- 

cast the conditions of its future fruitfulness。、 Nothing 

could more aptly characterise our Situation，than this 

.verdict of experience。 We all feel that we are not doing 

righb and do not even attempt to deny the fact when 

roundly told it ; only,， when shewn :oz we might do right， 
and that this right is_ nothing humanly impossible，but 

Something very possible indeed, nay an absolute Necessity 

of the Future, then we feel hurt because，once forced to 
admit that possibility,， we are robbed of our only excuse 
for abiding in unfruitfulness。 For we have been indoc- 
trinated with so much sense-of-honour, as to wish not to 
appear cowardly andq slothful ; but we lack true Honour's 
natural spur to courage and activity. 一 This selfsame wrath 

I_ shall be obliged to call down again upon my head, by 
the pages that now lie before me; and that the more, asT 
have been at some Pains therein to show, not merely in 
general terms 一 as in my 4xtzoz2 co 1pe Zazttze 一 but by 
a _ minute entry into particulars，the possibility and 
necessity of a more salutary tillage of the soil of Poetty 
and Music. 


IT must almost fear however that another grudge will 


this time gain the upper hand : a grudge occasioned by 
my exposition of the worthlessness of our modern opera- 
aftairs， Many，even who mean .well by me，will not be 
able to comprehend how II can Presume to attack, in such 
unsparing fashion, a personage famous in the daily roll of 
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opera-composers ; and this, too, in that capacity, of Opera- 
composen in which I also am involved and thus exposed 
so ljghtly to the charge of most unbridled envy. 

LI will not deny that I battled long with mysetb before 工 
decided upon doing，and doing thus，what LI have done- 
After writing, I quietly read over all that was contained 
in this attack, every turn of phrase and each expression， 
.and carefully pondered whether I should hand it in this 
garment to publicity; until at last I have convinced 
myself that 一 with my sharply-outlined views on the 
weighty topic of discussion 一 I should only be a coward 
and unworthily concerned for self did I not utter my 
， opinions of that most dazzling phenomenon in the world 
of modern operatic composition exactly as I have done. 
What I say thereon, is only what has long ceased to be a 
matter of doubt among the generality of honest artists. 
Not a smothered growl，however，but alone an openly- 
proclaimed and categorical defhance，can bear good fruit ; 
for it brings about the needful shock that cleans the air， 
divides the murky from the cleam and winnows what there 


isto winnow。 Yet it has not been my object to sound this 


challenge for its own dear Sake, but I zeeidk MUSt Sound it， 
since after delivering myself of more general opinions, as 
_heretofore, 1 now felt the necessity of a deftnite excursion 
_into the Particular ; for it was my concern, not merely to 
arouse, but also to make my meaning unmistakable， To 
make myself intelligible, I was forced to Point my fnger 
at our art's most salient features ;， nor could I withdraw 
this fnger and thrust it back,， clenched in my fhst, into my 
Pocket while faced with that phenomenon which shows the 
Plainest an artistic error crying to us for solution， For 
this _ error，the more brilliant its appearance，the more 
、blinds the captive eye : and that eye must see comPpletely 
clearly, if it is not to be completely robbed of sight. 
Wherefore, it 工 had held my hand from sheer regard for 
this one Personage, I either must have given up all thought 
of writing the accompanying work 一 to which，on the other 
hand, I felt engaged by my convictions 一 Or eljse 工 must 


IJO OPERA AND DRAMA : 


have purposely lamed ;its effect; for I should wittingly 
have had to put out of sight the most obvious facts, and 
those the most necessary to a careful survey. 

VVhatever， then，may be the verdict on my book one 
thing at least must be admitted by even the most hostilely 
qisPposed : and that is the eaxztest1zpesy of my intention。 To 
whomsoever I am able to convey this earnestness, by the 
comprehensive nature of my argument, he will surely not 
only forsgive me that attack，but also understand that 工 
have not engaged in it from Hippancy, still less from envy ; 
and further he will justify me in that, while exposing the 
repPugnant features of our modern art, I have from time to 
time exchanged this earnestness for the quiet mirth of 
irony, 一 the only mood that can help us tolerate a painful 
sight, while，on the other hand, it always gives the least 
ofitence. 

But, even of that artistic personality, [had only to attack 
1Zeut side which is turned towards our Public art-affairs，. 
CGOnly after I had set this side alone before my eyes, was T 
able to conceal from my sight, as here was needful，that 
other side on which it fronts considerations amid which 工 
myself was once brought into contact with it ; but which 
lie so completely aloof from art's publicity, that they ought 
not to be dragged before it 一 even though 工 almost feel 
compelled thereto， in order to admit how much II， also， 
once went astray, 一 an admission II candidly and gladly 
make, now that [have grown conscious of my former error， 

If Ithus was able to purge my conscience, [had the less 
call to regard the dictates of prudence as 1 should be blind 
i 计 TI qid not clearly see that, from the moment when LI struck 
in my artistic works that path which in the following pages 
I advocate as Writer，I fell into the exile from our public 
artist-world in which I fnd myself to-day, alike pojitically 
and as an artist, and from which it is quite certain that I 
cannot be redeemed apart from others. 一 

But quite another reproach might be made me, by those 
who hold that the worthlessness of ITIhat which 工 assail 
is already so made outb that it will not repay the pains of so 


PREFACE TO THE FIRST EDITION (ORIG.). TI 


circumstantial an attack， Such persons are altogether in 
the wrong What they know, is only known to few ; whilst 
what is known to these few,the most of them do not cpooseto 
know， Of all things the most dangerous is thehalf-hearted- 
ness So much in vogue, which hampers each artistic eftort 
and every judgment， I，however，have been forced to 
speak out sharply, and enter definitely into details on this 
side too, since I was not, So much Preoccupied with that 
attack，aSs with the demonstration of artistic possibilities 
which cannot plainly show themselves until we step upon a 
soil from which half-heartedness is hunted clean away-. 
But he who holds 1ox acczdezpzlal oz ovejioopbabLe the artistic ， 
feature that rules to-day the public taste, is involved，at 
bottom，in the selfsame error from which that feature is 
itself derived : and to show Precisely this, was the foremost 
object of my present work，whose xlLilezzozr object cannot be 
so much as conceived by those who have not completely 
cleared their minds as to the nature of that error. 

The hopeto be understood as I desire, I can put alone in 
those who have the courage to break with every prejudice 
May it be fulhlled me by many ! 


Zurich，January，I85I。 
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IO _ phenomenon can be completely grasped, in al 
its essence, until it has itself come to fuliest 
actuality ; an error is never done with, until all 
the possibilities of its _ maintenance have been 
exhausted,allthe ways of satisfying a necessary 
need within its bounds been tried and measured onut， 

The essence of Ojpexa could only become plain to us as 
an unnatural and fimsy one，when its un-nature and its 
8imsiness first came to openest and noisomest of show ; 
the error that lay behind the _ evolution of this mnusical 
art-form could only be brought home to us, after the 
noblest geniuses had spent their whole artistic life-force 
in exploring all the windings of its maze without hnding 
any outlet but on every hand the mere way back to the 
error S Starting-point, 一 until at last this maze became the 
_ sheltering asylum for all the madness in the world， 

The doings ( 太 zzrpsaoMipetl) of Modern Opera，in their 
bearings on the public，have long become an object of 
deepest and heartiest aversion to all honour-loving czzzsj1 > 
but they have only complained of the corruption of taste and 
the frivolity of those artists who turned it to their purpose， 
without its ever occurring to them that that corruption 
was an altogether natural one, and therefore this frivolity 
a quite necessary result。 If C7z1zcz5Mt Were really what 让 
mostly pretends to be, it must have long-since solved the 
riddle of this error and have radically justihed the aversion 
of the honest artist Instead thereof even it has only felt 
the promptings of aversion，bnut the riddle s solution it has 
merely fumbled-at as confusedly as the artist，caught 
”Within the error bestirred himself to fnd an exXit. 
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In this matter，Criticism's greatest ill lies rooted in its 
Very nature， ,The Critic does not feel within himself the 
imperious Necessity that drives the Artist to that fanatical 
stubbornness wherewith he cries at last:; .9o 好 入 CNC NO 
Olexvzxsl 1/ The Critic if he fain would herein imitate the 


Artist, can only fall into the repulsive fault of arrogance， 
ie, of the confdent assertion of some view, no matter what， 


upon a thing which he does not perceive with the instinct 


of an artist，but as to which he merely utters, with bald 


_2esthetical caprice，opinions that he seeks to uphold from 
the standpoint of abstract learning， If on the other hand， 


the Critic recognises his xyopex position toward the world 


of art-phenomena, then he feels himself constrained to that 
timidness and prudence which bid him merely range his 
objects side by side, and hand over the collection to some 
new inquiren but never dare speak out with enthusiastic 
certainty the final word， Thus Criticism lives on“gradual” 
progress, ie,，upon the everlasting MiCtzNLeza1Ce of rror ; 让 
feels that，Error broken with for good, then steps upon the 
scene the naked actual Truth, the Truth whereat men only 
can rejoice, but nevermore may criticise, 一 Just as the lover 


in the exaltation of the love-emotion, can Surely never fall 站 


_a-pondering on the essence and the object of his love， Of 
this full saturation with the essence of Art, must Criticism， 
so long as it subsists and caz subsist, fall ever short， 芋 
can never be comMzjplLetepy with its object; its one full half 
must it ever turn away ; and that the half which is its own 
sheer essence， This Criticism lives by “Though” and 
“But” Were it to plunge right down into the depth of a 
phenomenom it then must manfully speak out this one and 
only thing，the depth that it had seemn 一 provided always 
that the critic had at all the needful faculty, ie. a Love for 


the object of his criticism， But this One-thing is generally 


of such a kind that，once spoken squarely out it mnust 


make all further criticism clean impossible， So Criticism 


prudently，for dear life's sake，holds ever by the merest 
surface of the matter; weighs out its ounces of effect ; 
waxes Wary ;ij and 一 look ye (一 the unmanly， coward 
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“Ne'ertheless ”uplifts its head，the possibility of endless 
criticism and indecision is won afresh!l 

And yet we all have now to set our hands to criticism ; 
for through it alone can the error of an art-tendency, as 
unveiled by its products，come fully to the consciousness 
of each of us ; and only through the knowledge of an error， 
shall we be rid thereof， Have Artists unawares propped 
up this error， and fnally raised it to the height of its 
further impossibility : so must they，to completely over- 
come it, make one last manly effort, themselves to Practise 
criticism。 IThus will they alike crush Error and root-up 
Criticism ; thenceforth to be again，and then first truly 
Artists who may yield themselves uncaring to the 
stream of inspiration，untroubled by zsthetic dehnitions of 
their task， The hour that calls aloud for this upgirding 
has struck already : we WUil do what we dare not leave 
undone, if we would not prove a laughing-stock forever. 

What then, is the &xxroz boded by us all，but not yet 
fathomed ? 


There lies before me，in Brockhaus' “ 2 
lengthy article entitletd“Modern Opera，the work of an、 
able and experienced art-critic， The author ranges side 
by side all the notable phenomena of modern Opera, in 
most instructive fashion, and quite Plainly teaches by them 
the whole history of the error and its unveiling : he almost 
lays his fnger on this_ error aljmost unveils it before our 
eyes ; but then he feels himself so unabjle to speak boldly 
out its_ ground, that, arrived at the point when such utter- 
ance becomes imperative, he prefers to lose his wayv among 
the most mistaken expositions of the thing itself ; So that 
he in a measure fouls again the mirror which，up to then， 
had begun to refect upon us a brighter and yet brighter 
light。 He pzpozws that Opera has no historical 一 or more 
correctly : natural 一 origin, that it has not arisen from the 
Folk，but from an art-caprice ; he correctly XivzMNES the 
noxious character of this caprice, when he calls it an arrant 
blunder of most now-living French and German opera- 
composers “that they strive on the path of Mtzi5tzca/ 
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characteristique for effects that one can reach alone by 
the Spazj-czb zztelectzal Joxd o daMa1ic Poe1jy yy he 
gets as far as .the well-grounded doubb whether Opera 
zi not after all a quite self-contradictory，unnatural genre 
of art; he shows in the works of hheyexbeex 一 here, to be 
.Sure，almost unconsciously 一 this Un-nature driven to its 
most vicious pitch ; and 一 instead of speaking roundly out 
the needful thing，already almost on the tongue of every 
one 一 he suddenly veers round，to keep for Criticism an 
everlasting life, and heaves a Sigh that ALezadelysopzzs too 
early death should have hindered，ie， staved ofp the 
SOUliol of the riddle! 

What does this critic signify by his regret? Ts it merely 
the assumption that Mendelssohn, with his hne intelligence 
and unusual musical gifts， either would have been in the 
position to write an opera in which the evident contra- 
dictions of this art-form should be brilliantly set right and 
reconciled, or else，sSupposing that despite those gifts and 
that intelligence he were unable to _ effect this, he would 
thereby have certifed these contradictions for good and 
_all, and proved the genre unnatural and null ;一 Did the 
critic, then，imagine he could make this proof dependent 
on the pleasure of one peculiarly gifted 一 musical 一 person- 
ality? Was hoxaxt a lesser musician? Ts it Possible to 
fnd anything more perfect than every Pilece of his Dozz 
jzxuatP But what could Mendelssohn，in the happiest . 
event，have done beyond the delivering，number for 


number，of Pieces that should equal Mozart's in their  : 


perfectness ? Or does our critic wish for something other， 
son :thing more，than Mozart ever made ' 一 [here we 
ha it: pe dejpaNid5 1e EYEat 01N1E-CENt1eEdQ Jatc oj Ze 
zaM1ii 3 Z0pole ; pe dejta1Nidg 一 betz0eEe1t NS L111E5 一 Ze DztaNlC 
Z12 265 ptU2Nestl 1 CN Jo1e1tce， 

But to whom does he address this claim ' 一 4o Me 
LOxpstcta1 /一 Ihe harvest of his exhaustive survey of 
Opera's accomplished facts, the solid knot into which he 
had bound each thread of knowledge in his skilful hand, 一 
he lets it slip at last, and casts the whole thing back again 
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into its ancient chaos!l He wants a house built for him， 
and turns to the carver or upholsterer ; the axcpitecg who 
includes within himself the carver the upholsterer and all 
the other needful aids for decking-out the house, since he 
Sives their joint endeavours aim and order 一 he never thinks 
of zt /一 He had solved the riddle ; yet its solution 
brought him，not the light of day，but only a lightning- 
fash in pitch-dark night, after whose vanishing the path- 
way suddenly becomes but still more indiscernible， So 
now at last he gropes around in utter darkness, and where 
the error rears itself in nakedest abomination and baldest 
prostitution，plain enough for any hand to grasp, as in the 
Meyerbeerian opera, there the wholly-blinded of a sudden 
deems he spies the lighted exit : he staggers and stumbles 
every moment over Stock and stone; at every hinger-touch 
he shudders ; his breath forsakes him，stifed by the 
unnatural fumes he cannot but suck in ;一 and yet he 
believes himself upon the sound sure way to saving ; 
wherefore he puts his best foot foremost, and dupes him- 
self as to the very things that block that pathway with 
their evil bodings. 一 Nevertheless, did he only know it, he 
is travelling on the Pathway of salvation， This is in very 
truth, the road that leads from 了 rror， Nay, it is more, it 
is the end of that road ; for it is Errors crown of errors， 
blazoning forth its fall， That fall means here : le ojezz 
deat11 oj Opexa; 一 the death that Mendelssohn s good angel 
sealed, when it closed its charge s eyes in pitying season ! 一 
That the solution of the riddle lies before our eyes, that 
it speaks aloud from the very surface of the show，bnut 
that Critics and Artists alike can still turn their heads from 
its acknowledgment 一 this is the veritable woe of our art- 
epoch. Let us be ever SO honestly concerned to occupy 
ourselves alone with Arts true substance, let us be ever So 
righteously wroth in our campaign against the Lie : yet 
we deceive ourselves about that substance，and with all 
the powerlessness of such deception we fght against that 
lie the while, anent the essence of the most puissant art- 
form in which Music greets the public ear we persistently 
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abide in the selfsame error from which that art-form sprang 
all unawares, and to which alone is to be ascribed its open 
Shattering, the exposure of its nuliity， 

It almost seems to me as though ye IE 3a 站 
courage, an uncommonly bold resolve, to acknowledge and 
proclaim aloud that error.， It is to me as though ye felt 
the ground would slip away from all your present musical 
producings，if once. ye made that necessary avowal，and 
that it therefore needs an_ unparalleled self-sacrifce to 
bring yourselves to do it But yeb meseems, it calls for 
no eXcess of strength or trouble, and least of all, of pluck 
or daring : when it is nothing but a question of simply， 
and without any outiay upon wonder and amazement， 
acknowledging a patent fact, long felt but now grown past 
denial.， 工 almost blush to speak with Zei voice the brief 
formula that bares the erron for I well might be ashamed 
to give the air of a weighty novelty to something so clear， 
so_ simple, and in itself so _ certain, that I should fancy all 
_the world must long ago have got the thing by heart If 
nevertheless I pronounce this formula with stronger accent， 
i 工 declare aloud that 1e exzzoz 11 UNpe C1LCeNNE oO OjezrG 
LO15USL5 NE1CZ11 。 


tbhat a Means of expression (Music) has been 
made tbhe end，whbile the End of expression 
(人 (the Drama) has been made a means， 


1 do it nowise in the idle dream of having discovered 
something new，but with the object of posting the Error 
so plain that every one may see 记 and of thus taking the 
feld against that miserable half-heartedness which has 
spread its pall above our Art and Criticism， If{ we take 
the torch of truth provided by the enucleation of this error， 
and light therewith the features of our operatic art and 
criticism, we shall see amazed in what a labyrinth of fancies 
we have hitherto been wandering，with our makings and 
our judgings ; it will show us clearly why, not only in our 


Making must every high endeavour founder on the breakers 
B 
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of impossibility, but also in our Judging have the evenest 
of heads reeled to and fro in dotage and delirium. 

Is it by any chance，first necessary to prove the justice 
of that proclamation of the Error innate in the art-genre 
of Opera ) Can it possibly be doubted，that in Opera 
music has actually been taken as the end, the drama merely 
.as the means? Surely not IThe briefest survey of the 
historic evolution of Opera teaches us this, quite Past dis- 
puting ; every one who has busied himself with the account 
of that development has 一 simply by his historical research 
一 unwillingly laid bare the truth， Not from the medieval 
Folk-plays，in which we fhnd the traces of a_ natural co- 
6peration of the art of Ione with that of Drama, did Opera 
arise; but at the luxurious courts of JItaly 一 notably 
enough, the only great land of 了 uropean _ culture in which 
the Drama never developed to any signihcance 一 it occurred 
to _ certain distinguished persons，who found Palestrina's 
church-music no longer to their liking，to employ the 
singers，engaged to entertain them at their festivals，on 
singing 4xzas, ji.e. Eolk-tunes stripped of their naivety and 
truth, to which “texts thrown together into a semblance 
of dramatic cohesion were added waywardly as underlay.* 
This Zraxzatltc ClfafC， whose contents aimed at anything 
but Drama, is the mother of our Opera ; nay more，it is 
that Opera itself The more it developed from this its 
point of origin，the more consistently the purely musical 
Aria，the only vestige of remaining Form，became the 
Platform for the dexterity of the Singers throat : the more 


4 Oar author makes no Pretence of entering upon a historical discussion 
Of the first beginnings of Opera the muterials for which were certainly not 
accessible to him in Zurich ; otherwise it would be necessary to qualify his 
Present statecment，in certain details, by reference to the later-written Histories 
of Music by Ritter and Naumann。 That the pioneers of Opera (Bardi， 
Galilei，Peri and Monteverde) started with the assumption that they were 
reviving the 1prm of the old Greek drama,， however， makes little difference in 
thbe 2p2zztl of their attempt， which wasadmittedly dictated by a feeling of dissatis- 
人 action with the contrapuntal music of their day。 But，indeed，as is shewn by 
the rapidity with which he reaches Metastasio and “15o years ago”Wagner 
passes over the musico-dramatic efforts of the seventeenth century as of littlje 
real momecnt. 一 JR 
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人 plainly did it become the office of the Poeg called-in to 


give a helping hand to their musical diversions, to carpenter 
a poetic form which should serve for nothing further than to 
supply the needs both of the Singer and of the musical Aria- 


form with their verse-requirements。 Acelasdp5z05 great 


fame consisted in this，that he never gave the musician 
the slightest harass，never advanced an unwonted claim 
from the purely dramatic standpoint，and was thus the 


”most obedient and obliging servant of this Musician. 


Has this relation of the Poet to the Musician altered by 
one hairs-breadth，to our present day ” To be sure， in 
respect of that which, according to purely musical canons， 
is now held as dramatic, and which certainly difters widely 
from the old-Italian opera ; but by no means in respect of 
what concerns the chief characteristic of the situation。 
This holds as good to-day as I50 years ago : that the Poet 
shall take his inspiration from the Mnusician, that he shall 
listen for the whims of music，accommodate himself to 
the musician s bent,， choose his stuft by the latter's taste， 
mould his characters by the timbres expedient for the 


_purely musical combinations，provide dramatic bases for 
certain forms of vocal numbers in which the musician may 
”Wander at his ease, 一 in Short that in his subordination to 


the musician, he shall construct his drama with a single eye 
to the specifhcally musical intentions of the Composer, 一 or 
else, if he will not or cannot do all this, that he shall be 
content to be looked on as unserviceable for the post of 
opera-librettist. 一 Is this true, or not ? 工 doubt that any 
can advance one jot of argument against it 


The aim of Opera has thus ever been, and still is to-day， 
confhned to Music， Merely so as to afford Music witha 


colourable pretext for her own exzczwy15z0N5 (Ausbreitungy), is 


the burbose of Drama dapzged o1, 一 naturally, not to cur- 
tail the ends of Music but rather to serve her simply as a 
MEiNj。 Unhesitatingly is this admitted on every hand ; 
no _ one So much as attempts to deny this statement of the 
position of Drama toward Music of the Poet toward the 
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Tone-artist ; only，in view of the uncommon spread and 
effectiveness (JazzpzMpi12pzppez 有 of Opera，have folk 
believed that they must make friends with a monstrosity， 
nay, must even credit its unnatural agency with the possi- 
bility of doing something altogether new，unheard，and 
hitherto undreamt : namely,， of eyectzxzler 1Ve Ce1NzUZNC DYO11NG 
O11 1pe Oak15 of .4O5olUpje AIz51C. 

Since，then，I have made it the goal of this book to 
prove that by the collaboration of precisely oxy Music with 
dramatic Poetry a heretofore undreamt signihcance not 
only can, but MUi5Sl be given to Drama : so have 1, for the 
reaching of that goal，to begin with a complete exposure 
of the incredible error in which those are involved who 
believe they may await that higher fashioning of Drama 
from the essence of our ModezNz Opjezi ie. from the placing 
of Poetry in a contra-natural position toward Music. 

Let us, therefore, first turn our attention exclusively to 
the nature of Opera ! 


FIRST PART。 
OPERA AND THE NATURE OF MUSIC.， 
(DPIB OPER LND D4S JPSEN DER MDSOK 
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VERYVTHING lives and laste by the inner 
Necessity of its being，by its own mature s 
Need， It lay in the nature of the art of Tone， 
to_ evolve herself to a capability of the most 
dehinite and manifold expression; which 
capability, albeit the need thereof lay hid.within her soul 
she would never have attained，had she not been thrust 
into a position toward the art of Poetry in which she 
saw herself compelled to will to answer claims upon 
her utmost powers, even though those claims should ask 
from her a thing impossible. 

Only in its Form，can a being utter itself : the art of 
Tone owed all her forms to Dance and Song.，To the 
Word-poet，who merely wished to make use of Music for . 
the heightening of his own vehicle of expression, in Drama， 
she appeared solely in that narrowed form of song-and- 
dance ; in which she could not possibly betray to him the 
wealth of utterance whereof in truth, she still was capable。 
Had the art of Tone remained once for all in a Position 
toward the Word-poet such as the latter now occupies 
towards herself in Opera, then she could only have been 
embloyed by him in her meanest powers，nor would she 
ever have _ reached the capability of becoming that 
supremely mighty organ of expression that she is to-day。 
Music was therefore destined to credit herself with Possi- 
bilities whichb，in very truth, were doomed to stay for her 
211tpossibilities; herself a sheer organ of expression, she must 
rush into the error of desiring to plainly outline the thing 
to be expressed ; she must venture on the boastful attempt 
to issue orders and speak out aims Were where in truth she 
can only have to subordinate herself to an aim pey essence 
Cannot ever formulate ( /assezp), but to whose realising she 
gives, by this her subordination, its only true enablement. 一 
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Along two lines has Music developed in that art-genre 
which she dominates, the Opera : .along an eczM1e&sl 一 with 
all the Tone-poets who felt lying on their shoulders the 
burthen of responsibility that fell to Music when she took 
upon herself alone the aim of Drama ; along a_jzzzyolox5 一 
with all the Musicians who, as though driven by an instinc- 
tive feeling of the impossibility of achieving an unnatural ， 
task，have turned their backs upon it and, heedful only of 
.the profit which Opera had won from an uncommonly 
widespread popularity，have given themselves over to an 
unmixed mnusical empiricism。 It is necessary that we 
should commence by fxing our gaze upon the first，the 
ECINCES1 line。 


The musical basis of Opera was 一 as we know 一 nothing 
other than the 4xzeay this Aria，again，was merely the 
Eolk-song as rendered by the art-singer before the world 
of rank and quality，but with its Word-poem left out and 
replaced by the product of the art-poet to that end com- 
-missioned， The conversion of the Folk-tune into the 
Operatic-aria was primarily the work of that art-Singer ; 
whose concern was no longer for the right delivery of the 
tune, but for the exhibition of his throat-dexterity， It was 
he，who parcelled out the resting-points he jneeded，the 
alternation of more lively with more Placid phrasing, the 
passages where，free from any rhythmic or melodic curb， 
he might bring his skill to bearing as it pleased him best. 
工 he Composer merely furnished the singer the Poet in his 
turn the composer with the material for their virtuosity， 

The natural relation of the artistic factors of Drama was 
thus, at bottom, as yet not quite upheaved : it was merely 
distorted, inasmuch as the Performer，the most necessary 
”Condition ftor Dramas Possibility，represented but one 
sojitary talent 一 that of absolute song-dexterity 一 and no- 
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wise all the conjoint faculties of artist Man。 This one 
distortion of the _ character of the Performer，howevem 
su 猎 ced to bring about the ultimate perversion of the 
natural relation of .those factors; to wit，the absolute 
preferment of the Mnusician before the Poet， .再 ad that 
Singer been a true, sound and whole Dramatic-performer， 
then had the Composer come necessarily into his proper 
position toward the Poet ; since the latter would then have 
frmly spoken out the dramatic aim，the measure for all 
else，and ruled its realising， But the poet who stood 
nighest that Singer was the Composen 一 the composer whbo 
merely helped the singer to attain his aim ; while this aim， 
cut loose from every vestige of dramatic, nay even Poetic 
bearing, was_ nothing othem through and through, than to 
show-off his own specifhc song-dexterity， 

This original relation of the artistic factors of 站 to 
one another we have to stamp sharply on our minds, in 
order to clearly recognise, in the sequel how this distorted 
relation became only all the more entangled through every 
attempt to set it Straight. 一 

Into the Dramatic Cantata，to Satisfy the luxurious 
craving of these eminent sirs for change in their amuse- 
ments, there was dovetailed next the Ballet. Dance and 
Dance-tune，borrowed just as waywardly from the Folk- 
dance and its tune as was the operatic Aria from the Folk- 
song，joined forces with the Singer in all the sterile 
Immiscibility of un-natural things ; while it _ naturally be- 

-came the Poet s task, midst such a heaping-up of inwardly 
incongruous matter，to bind the samples of the diverse 
art-dexterities，now laid before him，into some kind of 
Patchwork harmony， Ihus，with the Poets aid，an ever 
more obviously imperative dramatic cohesion was thrust om 
7Zat which, in its actual self was crying for no cohesion 
whatever; So that the aim of Drama 一 forced on by 
outward Want 一 was merely lodged (cxegegebez)，by no 
means housed (cxAezzo11p1Me11)， Song-tune and Dance-tune 
stood side by side in fullest chillest loneliness, for exhibi- 
tion of the agility of singer or of dancer j and only in that 
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which was`to make shift to bind them, to wit the music- 
ally-recited dialogue，did the Poet ply his lowly calling， 
did the Drama peep out here and therec， 

Neither was Recitative itself by any means, some newW 
invention proceeding from a genuine urgence of Opera 
towards the Drama， Long before this mode of intoning 
was introduced into Opera, the Christian Church had used 
it in her services，for the recitation of biblical passages. 
The banal singsong of these recitals, with its more listlessly 
melodic than rhetorically expressive incidence of tone, had 
been early fxed by ritualistic ”prescript into an arid 
semblance, without the reality, of speech ; and this it was 
that merely moulded and varied by musical caprice, passed 
over into the Opera， So that, what with Aria,， Dance-tune 
and 人 ecitative, the whole apparatus of musical drama 一 
unchanged in essence down to our very latest opera 一 was 
settled once for all，Further the dramati: groundplans laid 
beneath this apparatus soon won a kindred stereotyped 
persistence.。 Mostly taken from an entirely misconstrued 
Greek mythology, they formed a theatric scaffolding from 
which all capability of rousing warmth of human interest 
was altogether absent，but which，on the other hand， 
possessed the merit of lending itself to the good pleasure 
of every composer in his turn ; in effect, the majority of 
these texts were composed over and over again by the most 
diverse of musicians. 一 

The so famous revolution of Clvct which has come to 
the ears of many ignoramuses as a complete reversal of the 
Views previously current as to Opera's essence，in truth 
consisted merely in this : that the musical composer 
revolted against the wilfulness cf the singer， 工 he Com- 
poser，who，next to the Singer，had drawn the special 
notice of the public to himself 一 since it was pe who provided 
the singer with fresh supplies of stuff for his dexterity 一 felt 
his province encroached upon by the operations of the 
latter in exact measure as he himself was busied to shape 
that stu 人 ff accordqing to his own inventive fancy, and thus 
secure that /zs work also, and perchance at last oz his 


earaiperregeerer- 一 er 一 一 一 -一 
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Work， might catch the ear of the audience， For the 
reaching of his ambitious goal there stood wo ways open 
to the Composer ; either by use of all the mnusical aids 


already at his disposal, or yet to be discovered, to unfold 


the purely sensuous contents of the Aria to their highestb 
rankest pitch ;， or- 一 and this is the more earnest path，with 
which we are concerned at present 一 to put shackles on 
Caprice's execution of that Aria, by himself endeavouring 
to 8give the tune，before its execution，an expression 
answering to the underlying Word-text， As，by the 


. nature of these texts, they were to figure as the feeling 


discourse of the dramatis personz，so had it already 
occurred, quite of itselt to 人 feeling singers and composers 
to furnish forth their virtuosity with an impress of the 
needful warmth ; and Gluck was surely not the first who 
indited feeling airs, nor his singers the frst who delivered 
them with ft expression， But that he pope owt 20280 co7z- 
SCz0US1NCSS CNC 1A1U CO1VUC15071 the ftness and necessity of am 
expression anSswering to the text-substratum, in Aria and 
Recitative, this it is that makes him the departure-point of 
an at any rate thorough change in the quondam situation 
of the artistic factors of Opera toward one another， Hence- 
forth the sceptre of Opera passes defhinitely over to the 
Composer : the Singer becomes the ozpgQ1j oj Upe Co1i1joge1rS 
ZNM1t，and this aim is consciously declared to be the 
matching of the dramatic contents of the text-Substratunn 
with a true and suitable expression。 Thus, at bottom,，a 
halt was only cried to the unbecoming and hearttess vanity 
of the singing Virtuoso ; but with all the rest of Opera's 
unnatural organism things remained on their old footing- 
Aria Recitative and Dance-piece, fenced-off each from each， 


Stand sideby side as unaccommodated in the operas of Gluck . 


as they did before him, and as，with scarcely an ee 
they still stand to-day. 

JIn the Situation of the Poel toward the Composer not 
one jot was altered ; rather had the Composer grown more 
dictatorial, since, with his declared consciousness of a higher 


mission 一 made good against the virtuoso Singer 一 he Set 
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to work with more deliberate zeal at the arrangement of 
the operas framework。 To the Poet it never occurred to 
meddle with these arrangements ; he could not so much 
as dream of Mnusic， to which the Opera had owed its 
origin，in any other form than those narrow，close-ruled 
forms he found set down before him 一 as binding even 
upon the Musician himself ITo tamper with these forms 
by advancing claims of dramatic necessity，to_ such an 
extent that they should cease to be intrinsic shackles on 
the free development of dramatic truth, would have seemed 
to him unthinkable ; since it was precisely in these forms 
alone 一 inviolable even by the musician 一 that he could 
conceive of Music s essence。 Wherefore, once engaged in 
the penning of an opera-text，he must needs pay even 
more painful heed than the musician himselfl to the observ- 
ance of those forms ; at utmost leave it to that musician， 
in his own familiar field，to carry out enlargements and 
developments，in which he could lend a helping hand 
bnut never take the inlitiative， TIhus the Poet, who looked 
up to the Composer with a certain holy awe, rather con- 
frmed the latters dictatorship in Opera, than set up rival 
claims thereto ; for he was witness to the earnest zeal the 
musician brougtt to hlis task. 

It was Cluck s successors，who frst bethought them to 
draw proft from this their situation for the actual widen- 
ing of the forms to hand， IThese followers, among whom 
we mnust class the composers of Italian and French descent 
who wrote for the Paris opera-stage at quite the close 
of the past and _ beginning of the present century，gave 
to their vocal pieces not only a more and more thorough 
warmth and straightforwardness of expression, but a more 
anC more extended formal basis， The traditional divi- 
Sions of the Aria, though still substantially preserved, were 
given a wider play of motive ; modulations and connecting 
Phrases 〈(Z7bexegixlee xp1NC Ferbixzdxx53S1eder) were them- 
selves drawn into the sphere of expression ; the Recitative 
joined on to the Aria more smoothly and less waywardly， 
and，as 3 neceSSsary mode of expression，it stepped into 
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that Aria itself Another notable expansion was given 
to the Aria，in that 一 obediently to the dramatic _ need- 一 
more than ome person now shared in its delivery，and 


thus the essential Monody of earlier opera was beneftcially 
lost.， Pieces such as Duets and Terzets were indeed known 


long before ; but the fact of two or three people singing 
in one piece had not made the slightest essential difference 

in the character of the Aria : this had remained exactly 
the same in melodic plan and insistence on the tonality 
Once Started (Bepatzijptti1l2 Ce25S ec111MNUCL CNCCSCNLCP2NCN 1Ne112CB- 


depe1t 7oztes) 一 which bore no reference to any individual 


exXpression，but solely to a general，specifhcally-musical . 
mood 一 and not a jot of it was really altered, no matter 
WwWhether delivered as a monologue or duet，excepting at 


the utmost quite materialistic details，namely in that its 


Tusical phrases Were either sung alternately by difterent 
voices，or in concert through the sheer harmonic device 
of combining two，three，or more voices at once， To 
apply that specihcally-musical factor in such a way that 
it Should be susceptible of a lively change of individual 
expression，wWas the object and the work of these com- 
Posers, as shown in their handling of the so-called dyzzmiatzc- 
MiUSUCQL 尼 1N1SE1NUOLC.， 工 he essential musical substance of this 
了 上 nsemble was still indeed，composed of Aria， Recitative 
and Dance-tune : only，when once a vocal expression in 


_accord with the text-substratum had been recognised as 


a becoming claim to make on Aria and 上 人 ecitative，the 


truthfulness of such expression must logically be extended 
to everything 'else in the text that betrayed a particle 


of dramatic coherence， From the honest endeavour to 


”observe this logical consistency arose that broadening of 


the older musical forms, in O 〇 Opera which we meet in the 
serious operas of Cezrzpbt112 Li1pUL and .poz1t111， We 
may Say that in these works there is fulhlled all that 
ClLvcpt desired, or could desire ; nay，in them is once for 
all attained the acme of all natural ie in the best 
sense consequential，evolution on the original lines of 
Opera， 
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The most recent of these three masters，.Spozp11ipt was 
Immoreover So fully convinced that he had actually reached 
the highest point attainable in the genre of Opera ; he 
had so hrm a faith in the impossibility of ever seeing 
his exertions capped, that, in all the later art-productions 
vvherewith he followed up the works of his _ great Paris 
period，he never made even the slightest attempt，as to 
form and import，to overstep the standpoint taken in 
those works， He obstinately refused to look upon the 
1ater so-called“romantic ”development of Opera as any- 
thing but its manifest decadence; so that he gave to 
People，with whom he afterwards discussed this _ matter 
the impression of a man who was positively eaten up with 
himself and his works; whereas he was really only utter- 
ing a conviction based, in truth, upon a thoroughly sound 
view of the essence of Opera. Surveying the demeanour 
-of our Modern Opera，Spontini could say，with perfect 
iustice :“ Have you in any way developed the essential 
Eorm of the musical constituents of Opera, beyond what 
you find with me ， Or have you, perchance, been able to 
bring forth any intelligible or healthy thing by actually 
quitting that form?” Is not all the unpalatable in your 
works the mere result of your stepping outside that form， 
and all the palatable a simple outcome of your adherence 
to it? Where will you fbhnd this Form more majestic， 
broader or more capacious, than in my three grand Paris 
operas? And who wilt tell me that he has filled this 
Form with more glowing，more feeling，or more energic 
Contents, than 工 ) 一 

It would be hard to give Spontinis question any 
answer that should bewilder him ; still harder to prove 
to him that Ne is mad for taking xs for madmen。 Onut 
ef Spontini speaks the honest，confhdent voice of the 
absolute-musician，who there proclaims :“If the Musician 
jbey ye, as ordainer of the OPpera, desires to bring to pass 
the Drama, he cannot go a Step farther than 7 have gone， 
without betraying his total incapacity for the task.” But 
in this there unwittingly lies the corollary :“If you desire 
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MOVL，you Imust address yourselves not to 人 Musician 
-but 一 1 jp 2oet 2 


Now how did this Poet bear himself towards Spontini 
"and his colleagues? .With all the maturing of Opera's 
_ musical Form，with all the development of its innate 
powers of 下 xpression，the position of the Poet had not 
altered in the slightest.， He still remained the platform- 
”dresser*# for the altogether independent experiments of 
the Composer. When the latter, by attained success, felt 
”growing his power of freer motion within those forms of 
his he simply bade the poet serve him his material with 
less fear and trembling ; he,，as it were，shouted to him : 
“See what 1 can do! Dont incomzmode yourself ;trust 
me to dissolve even your daringest dramatic combinations， 
gristle, bone and all, into my music 鳃 一 So the Poet was 
merely hurried along with the Musician ; he would have 
been ashamed to bring his master wooden hobby-horses， 
_now that master was able to mount a real live horse, for 
he knew the rider had bravely learnt to ply the reins 一 
those musical reins which were to school the horse's pranc- 
ings in the well-strewn opera-circus，and without which 
neither Poet nor Musician would have dared to mount， 
for fear the steed should clear the ring and gallop home 
to its own wild wind-blown pastures. 
”，Thus, in the wake of the Composemn the Poet certainly 
won an access of importance;j but only in exact degree 
as the mnusician .mounted upwards in advance, and bade 
_ him merely follow， The strictly musical possibilities，as 
pointed out by the composer the poet had to keep in eye 
as the only measure for all his orderings and shapings， 
nay even for his choice of Stu 人 系 ; and thus,， for all the 
fame that pe began to reap also，he remained ever but 
“The worda “Zexexer ”(Ppreparer， or dresser) secems， by its second mean- 


ing, “rough-rider，or horse-breaker ” (cf the French “dressex7 ) to have 
suggested to Wagner the metaphor in the latter half of this paragraph., 一 TR。 
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the skilful servant who was so handy at waiting on the 
“dramatic ” composer， Seeing that the composer had 
Sained no other view of the relative Position of the poet 
than the one he found laid down already by the very 
nature of Opera, he could only regard himself as the 
2 Jeclfo responsible agent, and thus in all good conscience 
stay rooted to the standpoint of Spontini as the fittest ; 
for thereon he might fatter himself that he was doing 
_ all that lay within the powers of a musician who fain 
vvould see the Opera，as a Musical Drama，maintain its 
claim to rank as an artistic form. 
That in the Drama itself howeven there lay possibilities 
which could not be so much as approached within that art- 
form 一 if it were not to fall to pieces, 一 this，perhaps, is zeozw 
quite clear to us, but could by no chance occur to the poet 
Or composer of that epoch. Of all dramatic possibilities， 
they could only light on such as were realisable in that 
altogether settled and，of its very essence，hampered 


Opera-mnusic form. The broad expansion，the lingering 


on a motive, which the Musician required in order to speak 
intelligibly in his form, 一 the purely mnusical accessories . 
he needed as a Preliminary to setting his bell a-swinging， 
so that it might sound out roundly, and especially might 
sound in a fashion to give ftting expression to a defhinite 
character 一 made it from the frst the Poet's duty to con- 
fine himself to dramatic sketches of one settled pattern， 
qdevoid of colour and affording ample elbow-room to the 
musician for his_ experiments， Mere stereotyped rhetoric 
phrases were the prime requirement from the poet for on 
this soil alone could the musician gain room for the 
exXpansion that he needed，but which was yet in truth 
entirely undramatic. To have allowed his heroes to speak 
in brief and defhinite terms, surcharged with meaning, would 
have only drawn upon the poet the charge of turning out 
wares impracticable for the composer.。 Since，then，the 
Poet felt himself constrained to put trite and meaningless 
Phrases in the mouth of his heroes, even the best will in 
the world could not have enabled him either to infuse a 
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real character into persons who talked like that，or to 
stamp the sum-total of their actions with the seal of full 
dramatic truth， His drama was forever a mere Mape- 
pelpeze of Dramai to pursue a xieal daMpalic dz to its 
legitimate conclusions could not so much as occur to him. 
Wherefore, strictly speaking, he only translated Drama into 
the language of Opera, and, as a matter of fact， mostly 
adapted long-familiar dramas already played to death upon 
,the acting stage, as was notably the case in Paris with the 
tragedies of the Thkatre Francais。 The dramatic aim, thus 
bare within and hollow，passed manifestly over into the 


mere intentions of the Composer; from him was That 


awaited which the Poet gave up from the first， To him 
alone 一 to the Composer 一 must it therefore fall to clothe 
this inner void and nullity of the whole, so soon as ever he 
perceived it ， and thus he found himself saddled with the 
unnatural task of from his standpoint 一 from the stand- 
point of the man whose only duty it should have been to 
help to realise by the eazzxe5ssz00 at his command an already 
fully-fhedged dramatic aim 一 imagining and calling into life 
that aim itsel{f， The Musician thus had virtualty to pen 
the drama, to make his music not merely its expression but 
its coNpleNst ，and yet this content，by the very nature of 
affairs,was to be none other than the Dramas sejlfl 

It is here that the predicate“ dramatic” most palpably 
begins to work a strange confusion in men's notions of the 
nature of Music。 Music which, as an art of ezjp7e541011 Can 
in its utmost wealth of such expression be nothing more 
than /zxwe, has conformably therewith to concern itself alone 
with zai it should express : in Opera this is unmistakably 
the Feeling of the characters conversing on the stage, and a 
.music which fulfhils this task with the most convincing effect 
is all that it ever can be， A mnusic however which would 
fain be more than this, which should not connect itself with 
any object to be expressed, but desire to fll its Place, Le. 
to be alike that object : such a music is no longer any kind 
of music，but a fantastic，hybrid emanation from Poetry 
.and Music，which in truth can only materialise itself as 
CL 
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caricature。 With all its perverse efforts Music, the in any 
wayefective music, has actually remained naught otherthan 
卫 xpressior。 But from those efforts to make it in itself a 
Content 一 and that, forsooth, the Content of a Drama 一 has 
jissued That which we have to recognise as the consequential 
downfall of Opera, and therewith as an open demonstration 
of the radical un-nature of that genre of art. 

lf the foundation and intrinsic Content of Spontinian 
opera were void and hollow, and its mnusical investiture of 
Form both threadbare and pedantic，yet with all its 
narrowness it was a Plain,，sincere avowal of the limits that 
must bound this genre，wWithout one is to drive its un- 
nature into raving madness。 AhodexzMz obpeyC，on the con- 
trary，is the open proclamation of the actual advent of 
that madness. In order to approach its essence closer let 
us now turn to that other line of Opera's_ evolution which 
we have denoted above as the 1ztrvoloxs and by whose 
intercrossing with the sexzoxs line just dealt-with there has 
been brought to light that indescribable medley which we 
hear spoken of and not seldom even by seemingly reason- 
able beings, as“ modern Dramatic Opera.” 


-aa -一 人、 


-er AN 
” 全 


II 
> ONG before the time of Gluck 一 as 人 have 


already mentioned 一 it had occurred quite of . 
itself to nobly-gifted, robly-feeling singers and 


the operatic Aria with a more sincere (27115) 
expression ; amid all their song-dexterity and despite their 


Virtuose bazytwza, to work upon their hearers by conveying 


genuine feeling and true passion wherever the text per- 
mitted, and even where it brought nothing to meet such 


expression half-way. This step was due entirely to the 


individual disposition of the Mtziitzcal factors of Opera;i and 
therein the true essence of Music was so far victorious over 


.formalism, as she proclaimed herself that art whose very 
nature it is to be the immediate language of the heart. 


If in the evolution of Opera，we may call the line 
《Razcpltu1po) on which this noblest attribute of Mnusic was 


raised omN bjzjctpLe by Gluck and his followers into the or- 


dainer of the drama, that of yxe1ectzye Opera : on the other 
hand, we must call that other line, on which this attribute 一 
especially on the Italian opera-stage 一 was unconsciously 
evinced by naturally-gifted musicians，the Meiize jine. 


It is_ characteristic of the frst, that, coming to Paris as a 


foreign productb it matured under the eyes of a public 
which, in itself entirely unmusical， gives 3a far more cordial 
welcome to well-balanced, dazzling turns of speech than to 
any feeling Content of that speech ; whereas the second， 
the natve line, remained preeminently the property of the 
sons of Italy, the home of modern music. 

Admitted that it was again a German, who displayed the 
utmost splendour of this line : yec was he called alone to 
this high o 角 ce because his artist nature was as cleam as 
spotless, as unruf 儿 ed as a shining sheet of water to which 


_ the rare, the brightest fower of Italian music bent down its 


er 一 一 一 一 一 一 一 < 一 一天 -一 一 -一 -一 一 一 -一 -- 
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head , to see therein, to know, to love the mirrored likeness 
of itselif This mirror however was but the surface of a 
deep,unending sea of yearning, which from the measureless 
fll of its being reached upwards to that surface, as for the 
utterance of its meaning ; from the gentle greeting of that 
fair vision, bending down to it as though in thirst for know- 
ledge of itselft to win a form, a fashioning, a beauty. 
Whosoever insists on seeing in Mozart an experimenting 
musician who turns, forsooth, from one attempt to solve the 
operatic problem to the next，can only counterpoise this 
error by placing alongside of it another and, for instance， 
ascribing naivety to Mendelssohn when, mistrustful of his 
Own powers，he took his cautious，hesitating steps along 
that endless stretch of road which lay between himself and 
Opera.t The naive, truly inspired artist casts himself with 
reckless enthusiasm into his artwork ; and only when this 
is fnished,， when it shows itself in all its actuality, does he 
win from practical experience that genuine force of Reftec- 
tion which preserves him in general from illusions (dze 20zz 
CLLee11leC1N2NU1 UVO1 TCMUSCpU1NB2N DOezWUaNYt)，yet in the specifhc 
case of his feeling driven again to art-work by his inspira- 
tion, loses once more its power over him completely， There 
is _ nothing more characteristic of Mozart in his career of 
Opera-composer，than the unconcernedness wherewith he 
went to work : it was so far from occurring to him to 
weigh the pros and cons of the zsthetic problem involved 
in Opera, that he the rather engaged with utmost uncon- 
Straint in setting any and every operatic textbook offered 
him，almost heedless whether it were a thankful or 
a thankjless task for him as pure mnusician， If we piece 
together all his zsthetic hints and sayings，culled from 
here and there, we shall fnd that the sum of his Refhection 
mounts no higher than his famous defhinition of his“nose,” 
He was so utterly and entirely a musician，and nothing 
but musician，that through him we may also gain the 


clearest and most convincing view of the true and proper 


”了 Both things are done by the author of the article on“ Modern Opera* 
mentioned in the Introduction, 一 R，WAGNER。 
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Position of the Musician toward the Poet Indisputably 
his weightiest and most decisive stroke for Music he dealt 
precisely in Opera, 一 in Opera, over whose conformation 让 
never for a moment struck him to usurp the poet's right， 
and where he attempted nothing but what he could achieve 
by purely musical means， In return, however through the 
very faithfulness and singleness of his adoption of the 
poet s aim 一 wherever and howsoever present 一 he stretched 
these purely musical means of his to such a compass that 
in none of his absolute-musical compositions，and Par- 
ticularly his instrumental works, do we see the art of Music 
so broadly and so richly furthered as in his operas。 The 
noble，straightforward simplicity of his purely musical in- 
stinct，ie.his intuitive penetration (zzz202L021N7AiCNe1t 711C- 
papezs) into the arcana of his art，made it wellnigh 
Impossible to_ him zexe to bring forth magical effects, as 
Composer，where the Poem was fat and meaningless。 
How little did this richest-gifted of all musicians under- 
stand our modern music-makers' trick of building gaudy 
towers of music upon a hollow, valueless foundation, and 
playing the rapt and the inspired where all the poetaster's 
botch is void and himsy, the better to show that the Musician 
is the jack in o 印 ce and can go any length he Pleases, even 
to making something out of nothing 一 the same as the good 
Cod! O how doubly dear and above all honour is Mozart 
to me, that it was Nol possible to him to invent mnusic for 
Zz1o like that of Do Czovazz1N2 for Cosz Jazpz jpiie like that 
of Zxzpnazxo/ How shamefully would it have desecrated 
Mnusic ! 

Mnusic Mozart always made, but beaxt1z1zl music he could 
never write excepting when inspired， Ihough this Inspira- 
tion must ever come from within, from his own possessions， 
yet it could only leap forth bright and radiant when kindled 
from without，when to the spirit of divinest Love within 
him was shewn the object worthy love, the objeect that in 
ardent heedlessness of self it could embrace， And thus 
would it have been precisely the most absolute of all Music- 
ians，Mozart himself who would have long-since solved the 
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operatic problem past all doubt who would have helped 
to pen the truest fairest and completest ZDyramza if only 
he had met the Poet whom he only would have had to 
Apeb，、But he never met that Poet: at times it was a 
Pedantically wearisome，at times a frivolously sprightiy 
maker of opera-texts, that reached him Arias， Duets, and 
nsemble-pieces to compose ; and these he took and so 
turned them into mnusic, according to the warmth they each 
were able to awake in him, that in every instance they 
received the most answering expression of which their jast 
Particle of sense was capable. 

Thus did Mozart only Prove the exhaustless power 
of Music to answer with undreamt fulness each demand 
of the Poet upon her faculty of 匡 xpression ji for all 
his un-refective method，the glorious musician revealed 
this power，even in the truthfulness of dramatic expres- 
siom, the endless multiplicity of its motivation, in far richer 


measure than Gluck and all his followers.。 But so 


little was a fundamental principle laid down in his 
creations，that the pinions of his genius 1left the ]OxzxiiL 
skeleton of Opera quite unstirred : he had merely poured 
his musics lava-stream into the moulds of Opera。 Them- 
selves，however，they were too frail to hold this stream 
within them ; and forth it fowed to where, in ever freer 
and less cramping channels, it might spread itself according 
fo its natural bent, until in the Symphonies of Beethoven 
wefhnd it swollen to a mighty sea。 Whereas in Instru- 
mental music the innate capabilities of Music developed 
into boundless powebn those Operatic-forms, like burnt-out 
bricks and mortar stayed chill and naked in their pristine 
shape, a carcase waiting for the coming guest to pitch his . 
feeting tent within. 

Only for the history of Music in general is Mozart of so 
strikingly weighty moment ; in no wise for the history of 
Opera in Particular，as a specifc genre of art， Opera， 
whose unnatural being was bound to life by no laws of 
genuine Necessity, was free to falli a ready booty to the hrst 
Inusical adventurer who came its way， 
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The unedifying spectacle presented by the art-doings of 
so0-Called followers of Mozarb we here may reasonably pass 
by，、 A tolerably long string of composers figured to them- 
selves that Mozart's Opera was a Something whose form 
might be imitated ; wherewith they naturally overlooked 
fthe fact that this form was Nothing in itself and Mozart s 
mnusical spirit 玉 verything. But to reconstruct the creations 
of Spirit by a pedantic setting of two and two together 
has not as yet succeeded in the hands of any one. 


One thing alone remained to utter in those forms， Albeit 
_Mozart，in unclouded naivety，had evolved their purely 
musical-artistic content to its highest pitch，yet the real 
secret of the whole opera-embroglio，in keeping with its 
source of origin, was still to be laid bare to nakedest publicity 
in those Same forms， The world was yet to be Plainly 
told, and without reserve,what longing and what claim on 
Art it was, that Opera owed its origin and existence to : 
that this longing was by no means for the genuine Drama， 
but had gone forth towards a pleasure merely seasoned 
with the sauces of the stageji in no sense moving or in- 
wardly arousing，but merely intoxicating and outwardly 
diverting.， In ZLc 人 ,where this 一 as yet unconscious 一 long- 
ing had given birth to Obera, it was at last to be fulfhlled 
with open eyes. 

This brings us back to a closer dealing with the essence 
of the 4Lxza. 

So long as Arias shall be composed, the root-character 
of that art-form will always betray itself as an absolute- 
musical one， The FEolk-song issued from an immediate 
double-growth, a consentaneous action of the arts of Poetry 
and Ione， This art 一 as opposed to that almost only one 
We can now conceive, the deliberate art of Culture 一 we 
ought perhaps to scarcely style as Artji but rather to call 
it an instinctive manifestment of the Spirit of the Folk 
through the organ of artistic faculty.， Here the Word- 
”poem and the Tone-poem are one， It _ never happens to 
fthe Folk, to sing its songs without a“text ;j without the 
Words (ryoxtvexs) the Folk would brook no Tune (7Zoxz- 
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zele)， If the Tune varies in the course of time and with 
the divers o 负 hoots of the Folk-stem，so vary too the 
Words。 No severing of these twain can the Folk imagine ; 
for 妈 they make as firmly knit a whole as man and wife， 
The man of Luxury heard this Folk-song merely from 
afar; in his lordly palace he listened to the reapers pass- 
ing by; what staves surged up into his sumptuous chambers 
were but the staves of Tone，whereas the staves of Poetry 
died out. before they reached him。 Now，if this Tone- 
stave may be likened to the delicate zaeyace of the 
fowen and the Word-stave to its very cpalice, with all its 
tender stamens : the man of luxury, solely bent on tasting 
with his_ nerves of smell, and not alike with those of sight， 
squeezed out this fragrance from the Hower'and distilled 
therefrom an extract，which he decanted into phials to 
bear about him at his lief，to sprinkle on his splendid 
chattels and himself wheneer he listed， To gladden his 
2e&s With the hower itself, he must necessarily have sought 
it closer have stepped down from his palace to the wood- 
land glades, have forced his way through branches, trunks 
and bracken ; whereto the eminent and leisured sir had 
not one spark of longing，With this sweet-smelling residue 
he drenched the weary desert of his life, the aching void of 
his emotions;j and the artihcial growth that sprang from 
this unnatural fertilising was nothing other，than the 


Opexatlzc 4ztC， Into whatsoever wayward intermarriages it 


might be forced，it stayed still ever-fruitless，forever but 
itself but what it was and could not else be:; a sheer 
mnusical Substratum， 

The whole cloud-body of the Aria evaporated into 
Melody; and this was sung, was fddled, and at 1ast was 
whistled，without its ever recallecting that it ought by 
rights to have a word-stave, or at the least a word-sense 
under 让 Yet the more this extract，to give it some 
manner of stuft for physically clinging to, must yield itself 
to _ every kind of experiment 一 among which the most 
pompous was the serious pretext of the Drama, 一 the more 
folk felt that it was suffering by mixture with the thread- 
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bare _ foreign mattcr，nay，was actually losing its_own 
pungency and pleasantness。 

Naw the man from whom this perfume， unnatural as 让 
was, acquired again a corpus, which，concocted though 让 
was at least imitated as cleverly as possible that natural 
”body which had once breathed forth its very soul in 
fragrance; the uncommonly handy modeller of axzz5czca/ 
fowers， which he shaped from silk and satin and drenched 
their arid cups with that distilled substratum，till they 
began to smell like veritable blooms ;一 this great artist was 
oacpz1NO 民 055S1111 

In the glorious，healthy， single-hearted artist-nature of 
Mozart that melodic scent had found so fostering a soil 
that it eke put forth again the bloom of noble Art which 
holds our inmost souls as captives still， Yet even with 
”Mozart it only found this food when the akin, the sound， 


- fthe purely-human offered itself as Poetry, for wedding with 


his wholly musical nature; and it was wellnigh a stroke 
”0f Luck，that this repeatedly occurred for him， Where 
Mozart was left unheeded by this fecund god, there, too， 
the artihcial essence of that scent could only toilsomely 
uphold its 人 false，unnecessary life by artificial measures. 
Melody, however costly were its nurture, fell sick of chill 
and jlifeless Formalism，the only heritage the early sped 
could leave his heirs ; for in his death he took away with 
him 一 his Life. 

What Kossz2113 Saw around him, in the frst hower of his 
teeming youth,， was but the harvesting of Death， When 
he looked upon the serious, so-called Dramatic Opera of 
France, he Saw with the keen insight of young Joy-in-life a . 
garish corpse ; wh-ch even Spontini, as he stalked along in 
gorgeous loneliness, could no longer stir to life since 一 as 
though for some solemn sacrament of Self{ 一 he had already 
embalmed himself alive， Driven by his prickling sense of 
Life, Rossini tore the pompous cerecloths from this corpse， 
as one intent on Spying out the secret of its former being. 
Beneath the jewelled and embroidered trappings he dis- 
closed the true life-giver of even this majestic mummy : 
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and that was 一 ledy. 一 When he looked upon the native 
Opera of Italy and the work of Mozart's heirs，he saw 
nothing but Death again ; death in empty forms whose only 
life shewed out to him as AIelody, 一 Melody downright， 
when stripped of that pretence of Character which must 
seem to him a hollow sham if he turned to what' of 
”scamped, of forced and incomplete had sprung therefrom， 

Z0o pve, however， was what Rossini meant ; to do this， 
he saw well enousgh that he must live with those who had 
ears to hear him， The only living thing he had come 
upon in Opera, was absolute Melody ; so he merely needed 
to pay heed to the pzzid of melody he mnust strike in order 
to be heard， He turned his back on the pedantic lumber 
of heavy scores, and 1listened where the people sang with- 
out a written note。 What he there heard was what, out of 
all the operatic box of tricks，had stayed the most un- 
bidden in the ear: the MNpCped ecx-dell8N1218， GO50OLU12- 
NieEloadti Lelody ，ie. melody that was just 4Leioay and 
nothing else ; that glides into the ear 一 one knows not 
why ; that one picks up 一 one knows not why ; that one 
exchanges to-day with that of yesterday,， and forgets again 
to-morrow 一 also，one knows not why ; that sounds sad 
when we are meirry and merry when we are out of sorts ; 
and that still we hum to ourselves 一 we havent a ghost of 
knowledge why. 

This Melody Rossini struck ; and behold ! 一 the mystery 
of Opera was laid bare.。 What refection and zsthetic 
speculation had built up, Rossinis opera-melodies pulled 
down and blew it into nothing，like a baseless dream， he 
“ dramatic ”Opera met the fate of Learning with her Pro- 
blems : those problems whose foundation had really been 
milstaken insight, and which the deepest pondering could 
only make but more mistaken and insoluble ; until at last 
the Sword of Alexander sets to work, and hews the leathern 
knot asunder, strewing its_ thousand thongs on every side. 
This Alexander-SsSword is just the naked Deed ; and such a 
deed Rossini did, when he made the opera-public of the 
world a witness to the very definite truth, that people were 
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merely wanting to hear “ delicious melodies ”where mis-. 
taken artists had carlier fancied to make Musical 下 xpres- 
sion do duty for tbe aim and contents of a 和 和 


The whole world hurrahed Rossini for his 0 : 
Rossini， who so admirably knew how to make the cmploy- 
ment of these melodies a special art， All organising of 
Form he left upon one side ; the simplest, barrenest and 
most transparent that came to hand, he filied with all the 
logical contents it had _ ever needed, 一 with narcotising 
Melody， Entirely unconcerned for Form, just because he 
left it altogether undisturbed,， he turned his whole genius 
toe the invention of the most amusing hocus-pocus for 
execution within those forms.， To the singers，erstwhile 
forced to study the dramatic expression of a wearisome 
and nothing-saying “text,，he said : “Do whatever you 
please with the words ; only, before all don't forget to get 
yourselves liberally applauded for risky runs and melodic 
eziyecpal. Who so glad to take him at his word, as the 
singers ?一 To the _ instrumentists，erstwhile trained to 
_accompany pathetic snatches of song as intelligently as 
possibje in a smooth ensemble，he said :“Take it easy ; 
onjy，before all don't forget to get yourselves Su 和 人犯 ciently 
clapped for your individual skill, wherever I give you each 
his _ opportunity” Who more lavish of their thanks, than 
the instrumentists ?一 To the opera-librettist who haq erst- 
while sweated blood beneath the self-willed orderings of 
_ the dramatic composer，he said :“EFriend，you may Put 
your nightcap on ; TI have really no more use for you. 
Who so obliged for such release from soum thankless toi， 
as the opera-poet 

But who more idolised Rossini, for all these deeds of good， 
than the whole civilised world 一 so far as the Opera-house 
could hold it p And who had better reason, than it had 
Who, with so much talent, had shewn it such profound con- 
sideration as Rossini ;一 Did he learn that the public of one 
city hadqd a particular fancy for prima donna's runs, while 
another preterred a sentimental song ; straightway he gave 
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his prima donnas nothing but runs, for the first city ; for 
the second, only sentimental songs。 Did he discover that 
perz folk liked to hear the drum in the band : at once he 
made the overture to a rustic opera_ begin with a rolling of 
the drum。 Was he told that people Weve were passionately 
fond of a crescendo, in ensemhble-pieces : he sat down and 
wrote an opera in the form of a continuously recurring 
crescendo. 一 Only omce had he cause to rue his complais- ， 
ance。， For Naples he was advised to be more careful with 
his construction : his more solidjy built-up opera did not 
take ; and Rossini resolved never in his life again to think 
Of Niess even if advised to., 一 
Not the smallest charge of vanity Or Overweening Self- 
conceit can we bring against Rossini if looking at the vast 
SUCcCess of his treatment of Opera, he laughed people in the 
face and told them he had found the true secret for which 
his predecessors had groped in vain， When he maintained 
-that it would be easy for him to consign to oblivion the 
Operas of his greatest forerunners，not exXcepting Mozart s 
Dow /zxazz by the simple expedient of composing the same 
subject over again in /zs ozu7 fashion, it was by no means 
arrogance that spoke out here， but the certalin instinct of 
Zopat the public really asked from Opera， In very deed， 
our musical pietists would have only had to see their own 
complete confusion，in the appearance of a Rossinian 
“Don Juan“; for it may be taken for granted that with 
thbe genuine, verdict-giving theatrical public， Mozart s Lo 
zaz must have had to yield 一 if not for evem still for long 
enough 一 to that of Rossini. For this is the real turn that 
Rossini gave the opera-question : down to their last rag，his 
Operas appeajled lo We Pazxbpc ， he made this Public with all 
_ its whims and wishes, the determinative factor in the Opera，， 
If the opera-Public had at all possessed the character 
and signifhcance of the Ko in the proper Sense of the 
word, Rossini must have seemed to us the most thorough- 
paced xzezoizlzozpazy in the whole domain of Art Infaceof 
one Section of our society, however a section only to be 
regarded as an unnatural outgrowth from the Folk，and 
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which in its social superfuity，nay harmfolness can only 
be looked on as the knot of caterpillars that erodes the 
healthy，nourishing leaves of the natural Folk-tree，and 
thence at maost derives the vital force to futter through a. 
day's luxurious existence as a giddy swarm of butterhies ; 
in face of such a Folk's-scum，which，gathering above a 
sediment of sordid flth, can rise to vicious elegance but 
never into sterling human culture ; in short 一 to give the 
thing its fittest name, 一 in face of our Ojexo-PUpUc Rossini 
was no more than a yeaclzoNpC1y ”Whereas We have to view 
Gluck and his followers as methodic wezyo 上 plzoNp4ztCS On 
principle, though powerless for radical results。， Under the 
banner of the luxurious but only genuine Content of the 
Opera and its logical development，/oacpz1po RosszNt reacted 
just as successfully against the doctrinaire maxims of the 
revolutionary Gluck as Prince /Letiex7zttzcp his great protec- 
tor under the banner of the inhuman but only veritable 
Content of European Statecraft and its logical enforcement， 
reacted against the doctrinaire maxims of the Liberal re- 
_Vvolutionaries who, zozl/ptzj this system of the State and with- 
out a total upheaval of its unnatural Content, desired to 
instal the Human and the 有 信 easonable in the selfsame 
forms which breathed that Content out of every pore， As 
Metternich,* with perfect logic on his side，could not con- 
ceive the lzte under any form but that of 4p5oprje 4Tozp- 
CAJCpN ， SO 及 ossini，with no less force of argument，could 
conceive the Ojexa under no other form than that of 4Lpbo- 
lle helody Both men said :“Do you ask for Opera and . 
State ? 责 ere you have them ;一 there are no others ! 
With Rossini the real LA72-pzglory or Obpexa conies to end. 
It was at end, when the unconscious seedling of its being 
had evolved to nakedest and conscious bloom ; when the 
Musician had been avowed the absolute factor of this art- 
work, invested with despotic power ; when the taste of the 
theatre-Public had been recognised as the only standard 


# It Should not be forgoiten that Metternich，only two years before the 
writing of this sentence，had played an important part in Suppressing the 
Austro-German revolutionary movement. 一 工 R。 
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for his demeanour， It was at end，when all pretence of 
Drama had been scrupulously swept away ; when the Per- 
' formers had been allotted the showiest virtuosity of Song 
as their only task, and their hence-sprung claims on the 
Composer had been acknowledged as their most inalienable 
of rights， jt was at end, when the great musical public 
.had come to take quite characterless Melody for music's 
only Content，a bandbox of operatic “numbers' for the 
only joinery of musical Form, the intoxication of an opera- 
night's narcotic fumes for the sole effect of music's 下 ssence， 
It was at end 一 that day the deifhted of Europe， 民 RosszMNz 
lolliing in the rankest lap of luxury, deemed it becoming to 
pay the world-shy anchorite, the moody Zeelpovez already 
held for half-insane, a ceremonial visit 一 一 which the latter 
did not return.。 What thing may it have been, the wanton， 
roving eye of Italys voluptuous son beheld，when it 
Plunged unwitting in the eerie glance, the sorrow-broken， 
faint with yearning 一 and yet death-daring look of its un- 
fathomable opposite 》 Did there toss before it the locks of 
that wild shock of hair of the Medusa-head that none 
might look upon and live ?一 hus much is certain : with 
Rossini died the Opera. 一 


In 了 Paris。，howevep that great city where the most 
educated connoisseurs and critics can even yet not com- 
prehend what distinction there can possibly be between 
two famous composers，such as Beethoven and Rossini， 
eXcepting mayhap that the one turned his heaven-sent 
genius to the composition of Operas，the other to writing 
Symphonies, 一 in this splendid seat of modern music-wisdom 
was still to be drawn up a wonderful fresh lease of life for 
Opera There is always a masterful hold on being，in 
everything that once exists。 The Opera was an accom- 
plished fact, just 1like the Byzantine 人 Casardom ; and just 
like that will it endure, so long as shall remain in force the 
unnatural conditions that uphold it 一 dead at _ core 一 in 
lingering life : until at last the untutored Turks arrive who 


OPERA AND THE NATURE OF MUSIC， 47 


once already put an end to the Byzantine 下 mpire, and were 
even so unmannerly as to stable their wild horses in the 
gorgeous sanctuary of S. Sophia. 

.jpozlizt erred, when he deemed the Opera buried with 
himself inasmuch as he took the Operas “dramatic 
tendence”for its essence : he forgot the possibility of a 
Rossini who very well could prove to him the contrary-. 
When Rossz11 with far more reason，held the Opera con- 
cluded with himself he certainly erred less ; inasmuch as 
he had recognised its essence, had laid it bare and brought 
it into general acceptance, and thus was justited in assum- 
ing that he might indeed be imitated, but never overbid. 
Howeven it had escaped even pzs reckoning, that from all 
fthe quondam tendencies of Opera a caricature might be 
cobbled up，which should be greeted not only by the 
Public，but also by the wiseacres of Art，as a_new and 


substantial shape of Opera ; for in the fower of his prime 


he never could have dreamt that it would some day occur 
to the Bankers, for whom he had always made their music， 
to make it for themselves. 

Ahl how wroth he waxed, the else so easy-going master; 
how herce he grew and evil-whimmed ; to see himself out- 
done, if not in talent, yet in skill at exploiting the good-for- 
nothingness of public art!， Ahl! how was he now the 
0550lUp1O 1UNt0O，the cast-off courtezan ;and with what 
rankling indignation at this shame，did he reply to the 
Paris Opera-director 一 who invited him, amid a momentary 
lull to blow off a little tune again for the Parisians 一 that 

he would never come back until“the Jews had fhnishe 
with their Sabbath there!” He was made to learn 滩 
so long as God's wisdom rules the world, each fault will 
fnd its punishment : even the candour wherewith he had 
told the crowd the truth concerning Opera. 一 In_ righteous 
expiation of his sins，he became a 0 and 
church-comPoser 一 - 

再 owever it is only by a wider circuit that we can reach 
an intelligible exposition of the essence of our modernest 
Opera. 


III. 


3 末 上 history of Opera，since Rossini，is at 
bottom ”nothing else but the history of 
cjeztzlic Melodyj yy of its application from 
an art-Speculative，its execution from an 
effect-hunting standpoint. 

Rossini's hugely successful method of procedure had 
unconsciously turned composers from all seekiog for the 
dramatic Content of the Aria，all attempt to read into 
it any dramatically-consistent meaning. 7Ne Essence or 
bjeioay zzebf into which the whole scaffolding of Aria had 
evaporated, was the thing that now led captive both the 
instinct and the speculation of the Composer. One could 
not but Perceive that, even in the Aria of Gluck and his 
followers,'the Public had only been edified in exact measure 
as the general sentiment indicated in the text-substratum 
had received in the purely melodic portion of that Aria an 
expression which, in its kindred generality, merely shewed 
itself as abs>lute, ear-pleasing TIune， If this is already visible 
enough in the case of Gluck, it becomes quite palpable in 
that of his latest follower SPpontini。 IThey all, these serious 
Musical-dramatists, had more or less deceived themselves， 
When they ascribed the eftect of their music less to the 
purely melodic essence of its airs, than to the realisation of 
the dramatic aim with which they had written them.。 The 
opera-house in their time, and _ especially in Paris, was the 
rendezvous of 2Ssthetic pccxx espzzlg and of a world of 
notables which plumed itself on likewise being witty and 
zsthetic。 The serious zzsthetic intention of these masters 
Was greeted by this public with all respect ; the nimbus of 
an artistic ljawgiver streamed from the Musician who under- 
took to write the Drama zz zolesy his public nothing loath， 
imagined it was being moved by the dramatic“ declama- 
tion,， whereas，in truth，it was onjy carried away by the 


ee 
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charm of the Aria's melody， When the Public then, at last 
emancipated by Rossini，dared to confess this openly and 
unabashed, it simply avowed an undeniable truth，and 
proved how logical and natural it was that, where Music was 
the main affain the end and aim 一 not merely by an outward 


_assumption, but in keeping with the whole artistic basis of 


this form of art, 一 there Poetry the handmaid, with all her 
hints of dramatic purpose, must stay helpless and effectless， 
leaving Mnusic herself to call forth the whole effect by her 


individual powers， 了 Every attempt to pass for dramatic and 
Characteristic could only dishgure Music's genuine essence ; 


and 一 once that Music wills not merely to help and co- 


operate in the reaching of a higher aim，but to ojexvazte 


entirely by and for herself{ 一 this essence speaks out alone 


”in Melody, as the expression of a &exexazl emotion. 


了 very Opera-composer was Plainly shewn this by 
及 ossinis indisputable success。， ]f a rejoinder still stood 


open to deeper-feeling musicians, it could only be the fol- 


lowing : that they looked on the cpaxaclexr of Rossinian 


melody not only as shallow and distasteful but as by no 


means cx]dtUs5tlzjlg the esSsence of Melody。 To such mnusi- 


cians the artistic project could not but present itselb to give 
fthis unquestioned power of Melody the whole full utterance  ， 
”of beauteous human Feeling (EMippNpidtUMNpt) that is its own 


by birthright， In the effort to fulfhl this task, they carried 


”fthe reaction of Rossini 一 right back behind the nature and 


the origin of Opera 一 to the very fount from which the Aria 


.once had drawn its artificial life, io We yesloxaliow OF Me 
2Dzt1NUGL SU11C1NS (TonwWeise) Oo Le Fop5o18- 


It was a Cez71MMiaNt musician who fhrst, and with remark- 


able success，'called this_ transformation of .Melody into 


being， Ka Maxza 20NU 及 ebex reached his artistic man- 
hood in an epoch of historic _ evolution wherein the 
waking pulse of Freedom as yet stirred less in Me as units， 
than in the Folks as zilzozal Miaisey。 The feeling of Inde- 
pendence 一 not yet applied in politics to the Purely-human， 
and therefore not yet reading itself as absolutely and un- 


_conditionally an aspiration for purely-human independence 
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一 sought still for grounds of vindication, as though inexplic- 
able to itself and rather roused by chance than of necessity， 
and thought to fnd them in the National roots of Race, 
The resultant movement was more akin，in truth，to 
及 estoration than to Revolution. In its farthest strayings 
it took the form of a passion for re-setting up the old and 
lapsed ; and alone in quite recent .days have we been 
ftaught the lesson, how this error could onjly lead to fresh- 
forged fetters on our evolution into truly human freedom. 
But in that we have been compelled to learn this, have 
we now. been driven，with knowledge too,， into the right 
road ; and that by painful, aye, but healing force. 

I have no idea of attempting to show the development 
of Opera as marching hand in hand with our political 
evolution ; Such a thesis allows too much room to wilful 
Phantasy, for it not to run riot in the most absurd vagaries， 
一 as indeed has already happened，in this reference，to 
a most unedifying pitch， II am far more concerned to 
demonstrate the unnatural and contradictory element in 
this art-genre，together with its manifest incapacity to 
really reach its professed aim, solely by a survey of its 
essence. Howevem the Maltzo1z14L /Me as taken in the treat- 
ment of Melody, has in its import and its strayings, and 
finally in its ever Plainer cleavages and barrenness, 一 the 
tokens of its _ error 一 far too much Parallelism with the 
errors of our political evolution of the last forty years, for 
the relationship to be quite passed by. 


In Art just as in Politics, this ljine has for its distinctive 


mark, that the errom jying at its base, appeared under a 
Sarment of bewitching beauty in its frst instinctive inno- 
cence;i but in its fhnal selhsh，cramped stiffneckedness， 
under one of loathsome hideosity. It was beautiful, so long 


as the first lispings of the soul of Freedom spoke out in it; 


it is repulsive now，when the soul of Freedom has already 
broken through it and only vulgar 了 goism can holdq 让 
artfully together， 

In the case of Music the national line shewed all the more 
genuine beauty in its beginnings，as the specific character 
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of Music fits it more for the utterance of general, than of 
particular emotion。 What with our romanticising poeis 
betrayed itself as an ogling with the one eye at Roman- 
catholic mysticism and with the other at feudal-chivalric 
amours* eXpressed itself in Music as homelike, deep and 
broad-breathed Tune, instinct with noble grace, 一 Tune as 
listened from the last as: sigh of the naive Spirit 
of the Folk， 
The tone-poet of Dey Zrezycp1ls，above al worth our 
love, was cut to the very heartstrings of his artistic purity 
by the voluptuous melodies of Rossini in which the whole 
world had gone a-revelling. He could not allow that in 


em was bared the fount of genuine Melody ;he needs 
must show the world that they were but an impure outflow : 


of that fountain, and that the source itself had man the wit 
“to fnd it, still fowed in undisturbed limpidity. If those so 
eminent founders of the Opera had only bent a careless ear 
to the Folks sweet song, now 歼 eber hearkened to it with 
all the strain of fxed attention， If the scent of the lovely 
Folk s-bloom had risen from the felds and pierced the man- 
sions of the luxurious music-world, to be there imprisoned 
in its portable distillates : a yearning for the vision of the 
Hower itself+ drove Weber down from the sumptuous halls 
into the meadow ; and there he saw the bloom on the brink 
of the rippling brook, amid odorous wood-grasses, upon a 


bed of wondrous crinkled moss, beneath the dreamy whis- 


pering branches of trees grown gnarled with age， How the 
happy artist felt his heart-beat quicken at the sight，his 
breath grow light with all this fll of fragrance! He could 
not withstand the loving impulse， to bring to nerveless 
，fellow-men this healing vision, this livening perfume, for a 
_ Transom from their madness ; to tear the bloom itself fromn 
the godlike nurture of its woodlands，and hold it the 
hallowedest of all created things, before a world of Luxury 


*Compare Vol. TI. of this series，pages 42 and 3II-2. 一 工 R。 

+The blue howeret "of Novalis : that ideal bloom which，ever since his 
time，has been the synonyme for all the hidden mysteries of Art and Nature., 一 
工 R。 
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bereft of blessing :一 pe Apwcped 2/ 一 Unhappy man! 一 Aloft 
in the banquet-hall he set the sweet shy hower in a costly 
vase ; daily he sprinkled it with freshest water from the 
forest stream。 But lo ! 一 the petals, chastely clasped before， 
unfold themselves as though to lax delights ; unshamed the 
bloom lays bare its dainty stamens, and offers them，with 
horrible indifference, to the prying nose of every ribald rake. 
“What ails thee，fhower ”the master cries，in agony of 
soul:“forget'st so soon the verdant meadow, that fostered 
thy virginity?” But one by one the petalsfall ; weary and 
wan, they shower upon the carpet ; with one last breath of 
its own swWeet scent, the fower sighs to the master:“IT die 
but 一 since thou pluck dst me 上 一 And with the bloom the 
master died. For it had been the soul of all his art, and 
this Art the upholding secret of his life. 一 In the meadow 
no more grew a fower ! 一 Erom their uplands came the 
Tyrolean singers : they sang before Prince Metternich ; he 
gave them jletters of safe conduct to every court ; and all 
he Lords and Bankers amused themselves, in their reeking 
salons, with the merry /oadel of the children of the Alps， 
with their songs in honour of their“.DzexzzdeZ”(lassie)， 
Now the ploughboys march to Bellinian Arias to the mur- 
der of their brothers，and dance with their Dierndel to 
Donizettian Opera-melodies ; for 一 Ze 1pozey ploozeid MO 
TO /一 
It is a characteristic feature of the CexxzaN Folk-melody， 
that it less affects a brisk, compact and lively rhythm, than 
. a long-breathed，lusty (jzro2) and yet Plaintive swell， A 
German song without its harmony is to us unthinkable : 
everywhere we hear it sung in two“voices' at the least ; 
art instinctively feels challenged to supply the bass and so 
easily flled-in second ' inner voice，and thus to have the 
whole body of 了 armonic-melody before it， TIhis melody is 
the basis of the Weberian Eolk-opera : leaving aside all 
local-national idqiosyncrasies， it is of broad and general 
emotional expression ; has no other adornment than the 
smile of sweetest and most natural sincerity 〈(Z7z7z122AeEtz1) ; 
and thus, by the indwelling force of its undisfhgured grace， 
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六 ER to the hearts of men, no matter what their 
national peculiarity, simply because in it the Purely-human 
comes SO unbesmeared .to show. In the world-spread 


potency of Webers Melody may we better recognise the 
essence of the Cexmia1N spirit, and its supposed predestina- 


tion, than in those sham specihc qualities with which the 
German people now is credited ! 一 *# 


According to this Melody, does Weber shape the whole. . 
_Eilled to the brim with 妈 whatever he had seen and would 


give forth, whatever in the farthest nook of Opera he had 


全 


recognised as capable, or found means of making capable， 
of expression in this Melody, 一 be it only by breathing over 


it the perfume，or shaking on to it a dewdrop from the 
”chalice，of the hower 一 xl he was bound to succeed in 
.bringing to an exquisitely true and pertinent effect， And 
pig Melody it was, that Weber made the actual factor of 
his Opera : through this melody the figment of Drama 
found in so far its realisement ，as_ his whole drama was. 
20 3Nz1z0O poured out in yearning to be taken up into this 
Melody, by it to be consumed, in it redeemed, and through 
it justifed， If we look at the“Axezscbzizg ”drama in this 
light, we must give its poem exactly the same relation to 
Webers music, as we give the poem of “ 7axpcxedtz ” towards 
its music by Rossini， Rossinis Melody laid down the lines 
of the poem of“7Zamcxedz，precisely as much as Webers 
Melody ordained Kinds poem of“ Deyx pzethcpUl ; and 
Weber pexe was nothing other than Rossini Zexe, excepting 
that Mizs man was noble and senseful (szzzptt) whereas zct 
Was frivolous and sensual (szMN1NlLzcp).f Weber only opened 

*4 Mi5chten wir in der weltverbreiteten Wirkung der Weberschen Melodie das 


Wesen dcw15cpext Geistes und seine vermeintliche Bestimmung besser erkennenps 
als wir in der Liige von seinen spezihschen Qualitaten es thun ! 一 ” TI have 


thought it best to give the original of this sentence, as in the English rendering 


I have been obliged to add a few words, in order to make the meaning (as 工 
take it) clear。 It appears to refer back to the “national ” question, as touched 
on by the author above，Ppage 5o, and also in Vol. TI. (4zrt-zoxz& o 1pe Upfaza) 
pages 89.90. 一 TR。 


”站 As to what I here intend by“5z2xz1tptc 加 ”in distinction from the .zyz7zzlicN- 


pezl (physicality) which I have claimed as the yeclyzmg moment of the art-work， 
I may give an illustration from the shouts of an Italian audience，enraptured 
by the singing of a castrato ; “God bless the knife 1 一 RR。WAGNER。 
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his arms so much the wider to take up the Drama, as his 
Melody was the veritable language of the heart，all true 
and undefiled : whatever ascended thereinto,，was sheltered 
safe and sure from all dishgurement. Yet, for all its truth- 


”，fulness,， whatsoever was ?ol utterable in this language, by 


reason of its limitation，even Weber toiled in vain to bring 
from out 让 His stammering here may stand, for us, as 
the honest avowal of Music's inaptitude to herself become 
the genuine Drama : in other words, to allow the genuine 
Drama 一 and not one merely cut out to her order 一 to be 
taken up (cpepe1ztl into her ; whereas, in right and reason， 
it is Music that must pexself be taken up into this genuine 
Drama- 


We have now to continue the history of Melody. 

When Weber in his search for Melody had harked back 
to the Zoo and when in the CexzIj2CMN Folk he found the 
happy attribute of naive heartiness (zzttgpezb without the 
cramp of national insularity (JoxwiCexLzcppetzjh, he had led the 
operatic composers of all the world to a stream which now， 
wherever they could spy it out, was pounced on as a_not 
unlikely source of prohfit. 

The frst to follow, were the Kxemc]p composers ; who be- 
thought them of serving up the herb they found a native of 
their soil.， For years the witty or sentimental “Couplet” 
had fourished on their Folk-stage, in the spoken play，By 
its nature more adapted ,for a gay 一 or if for a tender， 
certainly never for a tragic expression, it has quite of itsef 
laid down the character of the dramatic genre into which it 
was taken with set purpose， The Frenchman is not made 
so as to allow of his emotions rising altogether into mnusic ; 
if his agitation mounts to a longing for Musical 了 上 xpression， 
he must still retain the right of speech withal or at the 
very least, of dancing.， With him,， where the Couplet ends 
there begins the Contredanse; without that，there is no 
room for music in his economy， In his CouPplet peecp is 
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.so much the main affair that he insists on singing it zlome， 
and never with another ; for otherwise one would not clearly 
understand the matter spoken。 In the Contredanse, too， 
the dancers for the most part stand singly facing one 
another ; each does by himself what .he has to do and 
mutual claspings of the pair only occur when the general 
character of .the dance makes them absolutely inevitable. 
Thus, in the French zzxdezzle, all the items of the musical 
apparatus stand singly side by side, merely strung together 
by the prattling Prose ; and where the Couplet is sung by 
several people at once, this is accomplished in the most 
painful musical xnpzkozt imaginable。 The Azexcp Opexa is 
an enlarged Vaudeville ; its broader musical apparatus is 
borrowed, as 加 ZEoxzMz, from the so-called Dramatic-opera， 
but as lo Coztlezl from that virtuosic element which reached 
tts rankest outgrowth in the hands of Rossini. 

The distinctive blossom of this opera is now, and ever 
has been，the more Jpopez than chanted 'Couplet ji its 
MU5tCCL essence, the Rhythmic-melody of the Contredanse. 
To this_ national product，which had remained a mere 
subsidiary of the dramatic aim, and had never been strictly 
taken up into it, the French opera-composers turned back 
with set intention so soon as they observed on the one side 
the death of Spontinian-opera，on the other the world- 
inebriating effect of Rossinis and，above all，the heart- 
searching infuence of Webers Melody. But the living Con- 
tent of that native French production had already vanished ; 
Vaudeville and Comic Opera had sucked so long at itb 
that its source could no longer .fow within its parched-up 
bed， Where the nature-craving art-musicians jlistened 
longingly ;or the babbling of the brook，they could no 
.Imore hear it for the prosy clip-clap of the mill，whose 
Wheel their selves were working with the water turned 
from out its _ natural channel and brought in wooden con- 
duits，。 Where they wanted to hear the People sing, there 
hummed nothing for them but the Vaudeville-factories 
that they were Sick to death of 

So the great hunt for Folk-melodies in foreign lands 
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was given tongue。 Already Weber himself who found his 
home-bred fower a-dying，had diligently thumbed the 
Pages of Forkels illustrations of Arabian mnusic, and taken 
thence a march for harem-guarders。 Our Frenchmen were 
nimbler on thefr legs ; they merely thumbed the pages of 
tourists handbooks, and at once set off themselves to hear 
and see, at closer quarters, if anywhere a morsel of Folk s 
narvety were left， and how it looked and sounded， Our 
Sreybeard civilisation became a child again ; and childish 
greybeards have short shrift ! 一 
Far off in fain but much soiled Italy，whose mnusical 
fat 及 ossini had skimmed so elegantly for the starving art- 
world, there sat the careless master at his ease, looking out 
with an astonished smile at the picking and grabbing of 
the brave Parisian hunters for Folk-melodies， One of 
these was a capital horseman, and, whenever he dismounted 
after a Smart canter, people knew that he had unearthed 
a _ right good melody which would bring him in a heap of 
money。 This time he gallioped, as one possessed, through 
all the piles of fsh and fruit in the Naples market sending 
everything fying right and left ; cackles and curses sped 
behind him, threatening fsts were reared in front 一 and so 
with lightning-speed he scented out the notion of a splendid 
revolution of fruiterers and fhshmongers.、 But there was 
still more yet to be made of the idea! Out to Portici 
stormed the Paris horseman, to the nets and wherries of 
the simple fsher-folk，who sing as they ply their trade ; 
who pass their lives between sleeping and wrangling，play- 
ing with their wives or children and hurling knives at one 
another ; who stab to death, but keep on singing. Master 
4zxUpez say now ll that was a_niighty fhne ride, and_ better 
worth than one upon the 再 ippogryph that only soars 
into the clouds, 一 where, when all's said and done, there 'S 
nothing to be caught but colds and sneezing ! 一 The rider 
rode home ; got off his horse; made Rossini an uncom- 
monly handsome bow (he knew well enough the reason 
why);j took extra-post for Paris ; and what he polished off 
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with a turn of his wrist， was his 人 famous “ .91pMMC 2O1Z 
PoyAXict， 浊 

This xjwMpMMhe was the dumb-struck Muse of Drama, who 
wandered broken-hearted between the singing，raging 
throngs, and, tired of life, made away at last with herself 


and her hopeless sorrow in the artificial fury of a stage- 


volcano ! 一 


Rossini gazed on the glittering spectacle from afar.。 
Travelling to Paris, he thought it well to rest a while amid 


the snowy Alps of Switzerland, and there to hearken how 
the sturdy, healthy peasants divide their musical pastimes 
between their mountains and their cows， Arrived in Paris， 
he made Auber his civilest of bows (for he, too, knew what 
he was about)，and，with all a happy fathers pride，he 
shewed the world his youngest child, in a lucky moment 
christened“ 1J172zlzajMpe 7T2L2 
The“ZzzMp Co Poxttcz ”and“ William Tell” hence- 
forth became the poles round which the world of speculative 
opera-music revolved， A new recipe for galvanising the 
half-paralysed body of Opera had been found ; so it now 
-might live for just as long as one could discover anywhere 
a remnant of national peculiarity.。 All the countries of the 
Continent were ransacked, each province plundered, every 


Folk-stem drained of its last drop of musical blood ; and 


the ardent extract was let off in blinding fireworks, to the 
supreme satisfaction of the princes and peddlers of the 
Sgrand world of Opera.。 The German art-critics，on their 
side, discovered here a notable approximation of the Opera 
to its goal ; for behold ! it had struck the“national，aye 
一 it you will 一 the “historic ”path，。 When all the world 
gocs_ crazy, the Germans are in their seventh heaven ; for 


they have So much the more to ponder to unravel to 


expound，and fnally 一 So as to make themselves 9itLe 
comfortabjle 一 to classify ! 一 


Let us consider the operation of the Waizoxzal on Melody， 


and through it upon Opera. 
The FEolk-element has ever been the fruitful fount of 


es Ahasaszielio or the Dumb Girl (Stxmsmse) of Portici. 一 Ta。 
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Art, so long as 一 free of all Refection 一 it was able to lift 
itself by natural channels into Art-work. In Society,，as 
in Art，we have merely fed upon the Folk，without our 
even knowing 让 In our complete aloofness from the Folk， 
We have taken the fruit on which we lived for manna, for a 
gi 化 dropped out of the clouds by heavenly Caprice into 
the mouths of us privileged persons，us elect of God，us 
plutocrats and geniuses。， But when the manna Was de- 
voured, we looked ravenously round upon the orchards of 
the earth ; and, robbers by the grace of God,， we robbed 
their fruits with barefaced impudence，uncaring whether 
we had planted them or nursed them. Yea，the trees 
themselves we tore up by the roots, 一 to see if these might 
not be made quite tasty, or at any rate swallowable, by 
scientific cooking， And so have we dug up the whole fair 
native forest of the Folk, that zxz12 1 we now stand naked， 
starving beggars, 

Thus, so soon as ever it discovered its own sterility and 
drought, has Operatic Music thrown itself upon the Folk- 
song, and sucked it empty to its roots ; in odious opera- 
melodies it fings the plundered Folk the stringy frult-sheath， 
for Pitiful and health-destructive food， But it too，this 
Operatic Melody, is now without a Shadow of a prospect 
of fresh food， It has swallowed all there was to swallow ; 
without one chance of fresh manuring, it falls unfruitful to 
the_ ground. In the death-throes of an expiring glutton， 
it gnaws at its own fesh ; and this horrible assault upon 
itself is called by German critics a“Striving for higher 
CNpaxaplextz5t1 忆 ”just as they christened the uprooting of 
those plundered orchards of the Folk “EMzazpztpalto1t of the 
Masses“! 一 

The true Eolk-element the opera-composer had not the 
wit to graspi to have done this，he mnust himself have 
worked in the spirit and with the notions of the Folk,， ie. 
have been himself a part and parcel of 让 ， Only the ZN5tULCy 
(das .ozdextcjpej， in which the particularity of FEolkhood 
shows itself to him，could he lay hold of; and this is 
.the NaiioxzC 人 IThe national colouring，already washed 
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entirely from out the upper classes, now lived on only in 
those sections of the Folk which, fastened to the furrow of 
the field, the shore, the upland valley, had been held back 
from any fertilising interchange of idiosyncrasies。 It was 
therefore but a fossilised memento of the past, that fell into 
the hands of those freebooters ; and in these Fands, 一 which 
must pluck out the last hbre of its _ reproductive organs,， or 
ever they could use it for their own luxurious caprice 一 
it could become nothing but a wodtsp czpzzoszly， Just as the 
modistes take at lief some hitherto-neglected foreign item 
of Folk-costume, and force it into their new-fangled finery : 
. So Opera stripped the life of secluded nationalities of its 
scraps of melody and rhythm，and decked therewith the 
motley carcase of its outlived empty forms， 

Upon the general demeanour of Opera，howeven this 
procedure could not but exert a by no means unimportant 
infuence : to wit, it brought about that change in the rela- 
tion of Opera's executant factors to one another which, as 
already said, has been termed the“ 芋 mancipation of the 
Masses， JInto this we must now look closer， 


TV. 
N exact -measure as any art-tendency draws 


near its prime，does it gain the power of 
closer，Pplainer，Surer shaping.， JIn the be- 


rapture its marvel at the constant wonders of 
Nature's workings ; in its_ efforts to master the object of 


that marvel, it condenses (extacpie 力 the many-membered 
show of Nature into a God, and finally its God into a Hero. 


In this Hero, as in the convex mirror of its being, it learns 


to know itself ; his deeds it celebrates in Epos, but itself in 


JDrama re-enacts them. The tragic Hero of the Greeks 
stepped out from amid the Chorus, and, turning back to 
face it，cried :“ Lo ! 一 SO does, so bears himself a human 
being! What ye were hymning in wise saws and maxims， 
TI set it up before you in all the cogence of Necessity.” 
Greek Tragedy, in its Chorus and its Heroes, combined 
the Public with the Art-work : the latter held before the 


Follk not only itself, but also its own judgment on itself 一 


as it were, 3 concrete meditation， Now the Drama ripened 
into Art-work in exact measure as the interpretative judg- 
ment of the Chorus so irrefutably expressed itself in the 
actions of the 也 eroes，that the Chorus was able to step 
down from the stage and back into the Folk itself ;thus 
leaving behind it only actual partakers in the living Action 愉 


:akespeayes Tragedy unconditionally stands above thatof 


Greece in so far as it has enabled artistic technique to dis- 
Pense with the necessity of a Chorus， With Shakespeare， 
the Chorus is resolved into divers individuals directly in- 


“4 Und genau in dem Grade reifte das Drama als 必 unstwerk，als das 
Verdeutlichende Urtheil des Chores in der Handlungen der Heldqen selbst sich 
so unwiderleglich ausdriickte，dass der Chor von der Scene ab ganz in das 


Volk zuricktreten, und dafur als belebender und verwirklichender Theilnehmer 


der Handlung 一 als solcher 一 selbst behiilfich werden konnte," 一 下 kK。 


ginning, the Folk expresses by cries of Lyric 


一 s 


-ai 
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terested in the Action, and whose doings are governed by 
precisely the same promptings of individual Necessity as 
are those of the chief Hero himself Even their apparent 
subordination in the artistic framework is merely a result 
of the scantier points of contact they have in common with 
the chief Hero, and nowise of any technical undervaluing 
of these lesser personages ; for wherever the veriest sub- 
ordinate has to take a share in the main plot, he delivers. 
himself entirely according to his personal characteristics， 
his own free fancy， 

If in the further course of modern dramatic art，the 
sharply outlined personalities of Shakespeare have lost 
more and more of their Plastic individuality, and sunk at 
last to fxed and rigid character-masks, this must solely be 
ascribed to the infuence of a State which has put every- . 
thing into a regulation livery，and has crushed out with 
_ever direr violence the right of free personality， The 
shadow-pantomime of hollow masks like these, all bare of 
inner individuality, is what became the dramatic basis of 
the Opera， The more void of contents were the personali- 
ties beneath these masks, the more ftted were they deemed 
-for singing Operatic Arias，“ 了 Prince and Princess, 一 that. 
is the dramatic pivot round which the Opera has revolved,， 
and round which, if one would only look a little closer, 让 
still revolves to-day. No _ Individualism could possibly 
come to these operatic masks, excepting by a coat of paint ; 
and so at last a local peculiarity of scene must make good 
what they forever lacked inside， Composers having ex- 
hausted all the melodic productivity of their arb and being 
obliged to borrow from the Folk its local tunes, at last the 
whole Locele itself was seized upon : Scenery, costume, and 
the moveable stock to fll them out 一 the OpexG-Cpoyzps 
became at last the main affair the Opera itself and must 
cast from every side their rainbow 1light upon the“ 了 Prince 
and Princess" so as to Keep the poor wretches in their 
paint-daubed singer-life. 


So was the Drama's circle rounded back upon itselt to- 


_ its eternal shame : the individual personages into which the. 
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chorus of the Folk had crystallised, were melted down intao 
a motley，conglomerate Surrounding, without a centre to 
surround， In_ the Opera this Surrounding，and _ nothing 
but it，cries out to us from the whole gigantic scenic 
apparatus, from the machinery, the painted canvas and the 
piebald dresses ; and its voice is the voice of the Chorus， 
singing :“1I am I，and there is none other Opera beside 
Tel! 

Undoubtedly，noble artists had earlier employed the 
trappings of the National; but it had only been able to 
exert a Veritable charm where it was added as an occasional 
embellishment to a dramatic Stuff already livened by a 
characteristic plot，and where it was introduced without 
the slightest ostentation。 How admirably did 4YIosgaxz in- 
fuse a national colouring into his Osmin and his Figaro， 
without having to seek in Turkey or in Spain, or any hand- 
books, for the tint he wanted。 That Osmin and that Figaro， 
however, were genuine individual characters, the happy in- 
spirations of a poet furnished with a true expression by the 
musician, and utterly impossible to be misrendered by any 
common-sense performer。 The national trimmings of our 
modern opera-composers, on the other hand, are not applied 
.to individualities like these，but are intended to give to 
a quite characterless Subject some vestige of a Spurious 
characten in justification and enlivenment of its intrinsically 
meaningless and colourless existence， The summit toward 
which all healthy Folkhood tends, the characterisation of 
the Ziyely pzUUa11 has been from the frst degraded in our 
Opera to a colourless and nothing-saying mask for Aria- 
singers，、This mask, forsooth, is now to be artfully enlivened 
by refexion of the surrounding colours ; wherefore the sur- 
rounding is painted thick with the glaringest and cryingest 
of splotches. 


The Folk having been robbed of its Melody, at last the 
Folk itself has been dragged upon the stage, in order to 
brighten up the scene around the Aria-singer ; yet this 
naturally could not be al Folk which had invented the 
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tune, but the well-schooled Moss which now is marched 
hither and thither in beat with the operatic Aria。 [It was 
phot the Ao that was wanted，but the Ahass 。 ie the 

material leavings of the Folk, from which the living spirit 
had been sucked dry。 The massive Chorus of our modern 
Opera is nothing else but the stage machinery set into motion 
and song， the dumb pageant of the coulisses translated 
into nimble noise，“ Prince and Princess”with the best 
”will in the world, had nothing more to say than their thou- 
.Sand-times repeated forid Aria: so one sought at last to 


Vary the theme by making the whole theatre，from the 
wings right down to the last-hundredth chorister join inthe 


singing of that Aria, and indeed 一 the higher was the effect 
to _ mount 一 no longer in polyphonic harmony but in a 
downright thundrous zw7Nt250t.， In the “Unisono”which 
has to-day become so fashionable, there is quite palpably 
revealed the inner Purpose of this employment of the 
Masses; and, in an opexalzc se1se， We hear the Masses quite 
fttingly“ emancipated ”when we hear them,， as in the most 


famous passages of the most famous modern operas， 


delivering the same old worn-out Aria in hundred-throated 
unison,. ”Thus, too, has our State of nowadays emancipated 
the Masses，when it makes them march battalion-wise in 
military uniform,， wheel left and right, present and shoulder 


arms : When the Meyerbeerian “Huguenots ”attain their 
hbighest pitch,， we peaxy the selfsame thing as wese ina 


Prussian regiment of Guards， German critics 一 as remarked 
above 一 call it 了 mancipation of the Masses, 


But，taken at bottom，the thus “emancipated ”Sur- 
rounding was itself but a mask the more. If a truly 
characteristic life was absent from the chief personages of 
the opera, it could certainly be still less instilled into the 
mass-like apparatus. The reflected rays, that were to fall 
from thls enlivening apparatus upon the hero and the 
heroine, could therefore only be of any effective service 让 . 
the mask of this Surrounding also got itself from here or 
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there outside, a coat of varnish that should cloak its inner 
emptiness。、 This varnish it gained from the pzs1oztzc coO5S1pMNte， 
which must lend the national colouring a 下 more striking 
brilliance. 

One might imagine that，with the 本 of the 
了 Historic element, it must have necessarily fallen to the lot 
of the Poet to take a determinative share in the shaping of 
Opera.。 Yet we shall soon be convinced of our mistake, if 
we remember the previous evolutionary course of Opera : 
how it owed each phase of its development solely to the 
desperate struggle of the Musician to keep his work in 
artifcial life;i and how he had only been guided to the 
choice of the pzstoxzc element，by no means through an 
imperious longing to yield himself to the Poet, but through 
the force of purely musical circumstances, 一 through a force 
which issued, in its turn, from the wholly unnatural proposal 
of the Musician to provide the Drama with both object and 
expression。 We shall have to return later to the situation 
of the Poet toward our modernest Operai for the moment 
let us follow undisturbed the actual factor of Opera，the 
Musician，and see into what a quandary his mistaken 
efforts were now to lead him. 

Let him take on ne'er such airs and graces 一 the 
Musician could only give 卫 xpression, and nothing but 了 x- 
pression ; he was therefore bound to lose even this faculty 
of true and sound 上 xpressiomn in exact measure as, in his 
misguided eagerness to himself indite and shape the Object 
”of expression, he Purposely degraded that objectto a vague 
and empty sciexza.， As he had not asked the Poet for xmMze7z 
but the Mechanician for xppeA，which he might drape 
according to his fancy，and daze the eye by the mere 
Shimmer and arrangement of these draperies of his : 
so now，since he could not possibly exhibit by these 
puppets the warm pulsings of the human frame，he was 
-forced, amid the increasing poverty of his vehicle of ex- 
pression, to hunt about at last for any new variety in the 
disposition of his folds and colours. But the Historic garb 
of Opera 一 So_ rich in opportunities because it allows the 
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most checkered play of clime and period 一 is _ really the， 
property of the Scene-painter and Stage-tailor and these 
two auxiliaries have in effect become the most important 
allies of the modern opera-composer。， Still the Musician 
did not rest ftill he had adapted his tone-pallet to the 
requirements of Historic costume ; for how should he, the 
creator of Opera，he who had turned the Poet into his. 
lacquey, not hnd a means of distancing the painter and the 
tailor? Had he not dissolved the whole drama, plot and 
characters and all, into his music : and how should it stay 
beyond his poweb to turn into musical water the drawings 
and colours of the painter and the tailor ) He managed to 
tear down every dam, to open every sluice, that hedged the 
ocean from the ljand ; and thus to drown the Drama, man 
， and beasft， paint-brush and scissors, in the deluge of his 
nusic ! 
The Musician was bound to fulfl his destiny of presenting 
German Criticism 一 for whom it is well-known that God's 
all-caring providence created Art 一 with the joy of an 
“Pazsloxzc MaUiiC” His high vocation full soon inspired him 
to fnd the way. 
How must an“historic ”music sound, to produce an 
effect in keeping with its_ name TIo be sure, quite other- 
wise than a Not-historic music.， But wherein lay the 
difference 》 Clearly in this : that the“historic music” 
should differ as much from that we are now accustomed to， 


”as the costume of a former epoch from that of the present 


day. Would it not be wisest then, just as one had copied 
faithfully the costumes of the date in question, to take one's 
music also from that epoch ” Alas1! this was not quite so 
easy, for in those epochs, so piquant in their costume, there 
was，barbaricaljy enough，no Opera : a general type of 
operatic speech was therefore not to be borrowed from 
”them.。 On the other hand, the people of those epochs sang 
in clxuxepes, and these church-hymns have about them, 计 
one Springs their chanting suddenly upon us，something 
strikingly foreign to our modern music。 卫 xcellent! Fetch 
out the  Hymns! 了 Religion shall take a turn upon the : 

王 
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stage lt So Musics want of an historic costume became a 
Christian operatic virtue， For the crime of stealing the 
Folk's-melody one procured oneself Roman-catholic and 
下 vangelical-protestant absolution, in return for the service 
rendered to the Church in that, just .as earlier the Masses， 
now Religion too 一 to follow logically the expression of 
German Criticism 一 was“emancipated ”by Opera. 

Thus the opera-composer became the redeemer of allthe 
world ; and in the deeply-inspired and self-lacerating rap- 
ture of the fervent AMeyexbee we have in any case to recog- 
nise the modern saviour the bearer of the sins of the modern 
world. 2 

However，this atoning“emancipation of the Church 
could be only conditionally fulflled by the musician， 二 
Religion wished for the biessing of Opera，it must be 
reasonably content to take its ftting place among the other 
emancipates， Opera，as enfranchiser of the world，mnust 
rule Religion, and not 了 Religion Opera ; ithe opera Was to 
be turned into a church, then Religion would certainly not 
be emancipated by it but it by Religion。 For sake of 
the purity of historic musical-costume,， Opera would by all 
means have been only too delighted to have solely to do 
with Religion，since the only serviceable historic music was 
to be found in the Church alone， But to have to do with 
nothing but monks and clergy，would have seriously 
interfered with the gaiety of Opera : for the real thing that 
was fto be glorihed by the emancipation of Religion was the 
Operatic Aria, that luxuriantly unfolded germ of all the 
operas being ; and its roots were nowise bathed in longing 
for devout selfconcentration, but for an entertaining dissi- 
Pation.f Strictly speaking，Religion was only to be used 
as a Side-dish, just the same as in our well-regulated civic 
life : the“piece of resistance” must still be“ Prince and 


The reference to Meyerbeers Huguenots" and “Prophete ' is obvious. 一 
工 。 

f+It is not possible to convey in a word or two the antithesis between 
4 .SZ7MN1Lp11P aa collecting ”of one's thoughts，and “Zerstreuung their 
distracting or “dissipation。" 一 了 人， 
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Princess，with a due seasoning of vi 由 ain， 5 and 
folk-choir scenery and dresses， 

How on earth, though, was this highly respectable Opera- 
symposium to be translated into Historic music ?一 

Here stretched a blank expanse of clouds in face of the 
musician, a_ grey mist of unadulterated, absolute Invention : 
the challenge to creatzomp ozf of Not111N8，But see, how quickly 
he took its measure! He had only to look to it that bis . 
music should always sound a saede Cjexexztf from what one 
might have ordinarily expected, and his music would at 
Once Sound quite ozxlcxzdtz54 (fremdartig)，while a skilful 
snip by the stage-tailor would su 印 ce to make it out-and- 
out“historic,” 

Mnusic， as the highest power of 0 Was nowW 
assigned a _ quite new，an uncommonly piquant task : to 
take this 正 xpression，which she had already gone so far as 
to turn into the Object of expression and contradict it out 
of its own mouth. 了 xpression 一 which, without an object 
worth expressing，was already in itself completely zzULL 一 
now dexztzed zelj in its endeavour to pose as that object ; 
so that the resultant of our theories of the world's-creation， 
according to which a Something has been brought about 
by two negations, was to be set up for entire attainment by 
Our opera-composers。 We commend the outcome to 
German criticism，as“ 尼 Mea1czjpCLEL LIetajpNSUC5 

Let us follow this course a little farther. 一 

If the composer wished to furnish a straightforward and 
”appropriate 卫 xpression, he could not, with the best will in 
the world，do it otherwise than in that musical dialect 
Which we recognise to-day as an intelligible musical utter- 


ance; but as he meant to henceforth lend it an Historic 


colouring，and as he could only deem this attainable, at 
bottom，by giving it a generally outlandish and unac- 
customed twang，there stood chiehy at his service the 
expressional manner of an earlier musical epoch, which he 
might copy at his pleasure or borrow from according to his 
whim， In this way has the composer patched together 
from all the tasty peculiarities of style of various periods a 
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piebald jargon，which，taken on its merits，was in a fair 
_ Way to meet his quest for outlandishness and unaccustomed- 
nesSs。 But musical-speech，once it is cut adrift from any 
Object worth expressing, once that it means to speak with- 
out a Content and according to the bare caprice of Operatic 
Aria, 一 i.e. to merely chirp and chattem 一 is so completely. 
given over to the tender mercies of the ALoae, that it either 
has to submit itself to this Mode or if luck is favouring, to 
rule it : that is, to bring it the zwezy Lalest Ji in modes. 
So that, in the event of his success, the jargon which the 
composer had invented in order to speak oxulicazid1spp 一 for 
sake of his 丽 istoric ends 一 becomes at once another Mode， 
Which suddenly ceasey 加 SoUNCG oU1jatdisp and turns into 
the dress we all are wearing, the speech we all are speaking. 
The composer cannot help qdespairing, to hnd himself thus 
everlastingly balked by his own inventions, in his effort to 
appear outlandish ; he is therefore forced to hit upon some 
method of appearing outlandish for good and all if he 
means to keep faith with his calling to“historic ”mnusic. 
Once for all, then, he mnust take pains to dislocate the very 
backbone of his most distorted utterance 一 Since 让 has 
positively become a thing of Fashion by his own example : 
to cut the story short, he must make up his mind to say 
“No”where he really means“Yes，to give himself a 
joyous bearing where he has to express Sorrow, to whine 
and whimper where his business is supreme delight.， Yes 
indeed，only thus is it possible for him in every case to 
seem outlandish，odd，and as though sprung from God 
knows where ; he must feign to be rightdown crazy, so as 
to appear“historico-characteristic， Thus have we won 
a truly brand-new element : the passion for the“historic” 
has turned into Nailexzc mania，and when the lights are 
turned up, this mania is found, to our intense delight, to be 
nothing else than 一 how shall we call it ;一 Eh ! 一 Neo- 
7O1NUCN1ZC。 


V， 


SP 肌 O the distortion of all truth and nature，that 
生 人 次 we see practised on musical expression by 
1 j 关 the French so-called ANVeoyxomaz1is1，there 
was furnished from a sphere of Tone-art 
lying entirely aside from Opera a seeming 
vindication， and above all a food-stu 儿 which we may easiest 
sum_ together under the title of a Mtz5zi1tideySta1LENB CN 生 
Zee1oze1z， 

It is very ER to notice that down to the Present 
day, everything which has had a_ real and determinant in- 
fuence upon the shaping of Opera has issued 52N2NpA] 17ot12 
1e dozpat1N 1 4pb5olptje haic ， never from that of Poetry， 
nor from 3a healthy cooperation of both arts。 As we 
found that from Rossini onwards the history of Opera had 
dehnitely narrowed itself to the history of operatic Melody 
.So do we also see the whole bias given in recent times to 
the more and more historico-dramatic pose of Opera Pro- 
Ceeding from 1cel opera-composer who，in his forced 
endeavour to vary operatic-melody，has been driven step 
by step to take up into this melody of his even the figment 
of an historical Characteristique, and who has accordingly 
instructed the Poet what to supply to the Mnusician in 
_keeping with his Plan But as this melody had hitherto 
been propagated artifhcially as zyocal melody, 一 ie. melody 
which，parted from the poetic conditions of its base，yet 
obtained in the Singers mouth or throat fresh conditions 
for its further _ cultivation, 一 and as it had chiehy gained 
these fresh conditions by a renewed eavesdropping of the 
primal nature-melody from the mouth of the Folk : so did 
it turn its greedy ears at last to where Melody, parted ,this 
time from the Singers mouth, had won its further life-con- 

ditions from the mechanism of the Instrument. Thus 


“The “of”is here to be understood in a transitive，not in a possessive 
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0 translated into the of 
Song,* became the main factor in this fictive drama ,一 and 
this, in factb was what was bound to happen in the long mrun 
to the unnatural genre of Opera ! 一 

Whereas ”Operatic-melody，deprived of any actual 
fecundation by Poetry, could only pass from violence to 
violence，in its endeavour to uphold a toilsome，barren 
life : Instrumental-music，taking the harmonic strains of 
了 Dance and Song，separating them into smalier and ever 

smaller .portions，augmenting and diminishing these por- 
ftions, and building them up again into constantly varying 
forms, had won itself an idiomatic speech ; a speech which， 
in any higher artistic sense，however，was arbitrary and 
incapable of expressing the Purely-human, so long as the 
longing for a clear and intelligible portrayal of defnite， 
， individual human feelings did not become its only neces- 
sary measure for the shaping of those melodic particles， 
That the expression of an altogether definite，a_ clearly- 
understandable individual Content, was in truth impossible 
in this language that had only ftted itself for conveying 
the general character of an emotion, 一 1tzs could not be 
laid bare, before the arrival of that instrumental composer 
with whom the longing to Speak out such a content first 
became the consuming impulse of all his artistic fashioning. 


The history of Instrumental-music，from the moment 
when that longing hrst evinced itself is the history of an 
artistic error ; yet of one that ended, not in the demonstra- 
_ftion of an impotence of Musics, like that of the Operatic 
genre, but with the revelation of a boundless inner power. 
The error of Deepiorvezt was that of Columbus,+ who merely 


”We must already notice that vocal-melody，when zol taking its vital con- 
ditions from the word-verse，but merely laid thereon，was in itself nothing but 
2n instrumental melody ; in a more appropriate Place,， however，we shall have 
to return to a closer consideration of the position of this my towards the 
Orchestra. 一 了，WAGNER。 

+ 工 bave already compared Beethboven with Columbus，in my “4zl-zoxz8 oj 
ZNpe Zilrpize”， nevertheless 【I must here return to the comparison，because 认 
farther contains an important resemblance which I did not then touch op. 一 
及 。WAGNER。 
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meant to seek out .a new way to the old known land of 
India，and discovered a new world instead， Columbus 
took his error with him to the grave : he made his com- 
Trades swear a solemn oath, that this new world of his was 


still the ancient India ; but never so involved in error his 


deed tore off the bandage from the old worlds eyes, and 
taught it to see, past all denial，the actual fgure of the 
earth in its undreamt fulness. 一 FEor us, too, has there been 
unveiled the exhaustless power of Music，through Beet- 
hoven's all-puissant error， Through his undaunted toil， 
to _ reach the artistically Necessary within an artistically 
Impossible，is shown us Mnusics unhemmed faculty of 
accomplishing every thinkable task, if only she consent 
fto stay what she really is 一 an Czt oj EXbze3Si01t。， 
Beethoven's_ error howevebn alike with the boon of his 
artistic deed，we could not fully estimate until we were 
in a position to Survey his works in their totality，untiL 
he and his works had become for us a rounded whole, and. 


until the artistic labours of his followers 一 who adopted 


into their own creations the error of the master without 
either the right of ownership or the giant force of that 


”longing of his 一 had shewn us the error' in its clearest 


light， Ihe contemporaries and immediate successors of 
Beethoven, on the other hand, saw in his separate works， 
whether in the magical impression of the whole or the 
peculiar shaping of its details, precisely TIhat alone which， 
-always according to the strength of their receptivity and 


”comprehension, was obvious to them at a glance， So long 


as Beethoven was at unison with the spirit of his musical 
era, and simply embedded the fower of that spirit in his 
works : so long could the refex of his art-production prove 
nothing but benefhcial to his surroundings， But from the . 
time when, in concord with the moving sorrows of his life， 
there awoke in the artist a longing for distinct expres- 
sion of speciftc, characteristically individual emotions, 一 as 
though to unbosom himself to the intelligent sympathy of 

fellow men, 一 and this longing grew into an ever more 
compujlsive force ; from the time when he began to care 
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less and less about merely making music about expressing 
himself agreeably, enthrallingly or inspiritingly in general， 
within that music ; and instead thereof was driven by the 
Necessity of his inner being to employ his art in bringing 
to sure and seizable expression a dehnite Content that 
absorbed his thoughts and feelings :一 thenceforth begins 
the agony of this deep-stirred man and imperatively straying “ 
《zz0t1pz0e1N1d5 81721deE1Nt] artist Upon the curious hearer who 
did not understand him, simply because the inspired man 
could not possibly make himself intelligible to such an 
one, these mighty transports and the half-sorrowful，halif- 
blissful stammerings of a Pythian inspiration, could not but 
make the impression of a genius stricken with madness. 

In the works of the second half of his artistic life，Beet- 
hoven is un-understandable 一 or rather mis-understandable 一 
mostly just zwpexe he desires to express a Specific, individual 
Content in the most intelligible way， 也 e passPs over the 
received, involuntary conventions of the Absolute-musical， 
i.e，its anyway recognisable resemblance 一 in respect of 
expression and form 一 to the dance- or song-tune ;ij he 
Chooses instead a form of speech which often seems the 
mere capricious venting of a whim, and which, loosed from 
any purely musical cohesion, is only bound together by the 
bond of a Foetic purpose impossible to render into Music 
with full poetic plainness， The greater portion of Beet- 
hoven s works of this period must be regarded as instinctive 
efforts (zwNtz0tLLpUULUcZe Jexswcbpe) to frame a Speech to voice 
his longing ; so that they often seem like sketches for a 
Picture, as to whose wb1ect indeed the master was at one 
-with himself, but not as to its intelligible grouping， The 
Picture itself he could not carry out, until he had tuned its 


. Subject to the pitch of his expressional powers, had seized 


”it in its more general meaning and translated its individual 
features into the native tints of Ione, and thus in a measure 
had “musicalised ”his very subject， If there had come 
before the world only these hnished pictures，in which 
卫 eethoven spoke out his thoughts with delightful clearness 
and comprehensibility，then the misunderstanding abonut 
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-himself that the master gave rise to，would at any rate 
have had a less bewildering and misguiding effect on others。 
But Musical 下 xpression, in its divorce from the conditionm- 
ments of expression, had already fallen a prey to the re- 
lentless necessity of mere modish likes and dislikes, and 
therefore to all the conditionings of Mode itself Certain 
melodic harmonic, or rhythmic features would fatter the ear 
to-day so temptingly，that people used them to satiety 3; 
_but after a brief to-morrow they would be worn out to such 
a pitch，that they would suddenly sound intolerable or 
ridiculous to ears of taste。 Now，he who made it his 
business to catch the publics fancy, could think nothing 
-more important than to appear as new as possible in those 
_ features of absolute-musical expression which we have just 
characterised ; and seeing that the food for such a newness， 
could only come from the art-domain of Music itself 一 was 
nowhere to be borrowed from the changing shows of Life， 
一 that musician was bound to see a most productive quarry 
in those very works of Beethoven which we have denoted 
as the sketches for his greater paintings, and in which the 
-Struggle for discovery of a_ new basis of musical language， 
with its excursions in all directions, often shewed itself in 
certain Spasmodic traits (&xaztppa1tezz Qipgezz) that perforce 
mnust strike the unintelligent listener as odd, original,bizarre， 
and in any case quite new， The abrupt contrastment, the 
hasty intersection, and above all the often wellnigh simul]- 
taneous utterance, of accents of joy and sorrow, ecstasy and 
horror, closely woven each with each, 一 such as the master s 
seeking instinct mingled in the strangest harmonic melismi 
and rhythms, to form fresh terms for dehnitely expressing 
individual moments of emotion, 一 all this, seized merely by 
its formal surface, fell into the technical forcing-pit of those 
Composers who in the adoption of Beethoven's pecu- 
liarities espied a rich manuring for their Music-for-all-the- 
world， Whereas the majority of olidex musicians could only 
Comprehend and sanction that_ element in the works of 
-Beethoven which lay the farthest from the masters in- 
qdividual being and appeared but as the crowning fower of 
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an earliem less anxious period of musical art : the yowMEeY 
note-setters have chiehy copied the externals and singu- 
larities of the later Beethovenian manner，. 

再 owever，as fthere were only externals to be copied， 
since the Conitent of those idioms was doomed to stay the 
2NLSJope1z Secret of the mastem so necessity commanded that 
some Sort of inner Subject should be sought for them, some 
subject that, despite its inevitable generality might aftord 
了 pretext for employing those features which pointed so 
strongly to the particular and individual， This subject 
was naturally to be found alone beyond the bounds of 
Music; and this again，for unmixed Instrumental-music， 
could only be within the realm of Phantasy. 人 A pro- 
Sramme，reciting .the heads of some subject taken from 
Nature or human Life, was put into the hearers hands ; 
and it was left to his imaginative talent to interpret，in 
keeping with the hint once given, all the musical freaks that 
ones unchecked license (及 zhzz) might now let loose in 
motley chaos. 


Cez7iCNt musicians stood close enough to the spirit of 
Beethoven, to keep aloof from the wildest antics that sprang 
from this misunderstanding of the master， They sought 
to Save themselves from the consequences of that expres- 
sional manner by polishing down its most jutting angles ; 
by taking up again the older fashions of expression, and 
weaving them into these newesb they formed themselves an 
artificial mixture that we can only call a general Abstract 
style of mnusic， in which one might gc on mnusic-ing with . 
great propriety and respectability for quite a length of time 
without much fear of its being seriously disturbed by drastic 
individualities。 [If Beethoven mostly gives us the impres- 
sion of a man who has something to tell us which yet he 
cannot plainly impart : on the other hand these modern 
followers of his appear like men who, often in a charmingly 
circumstantial fashion, impart to us the news that they have 
nothing at all to say. 一 
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It. was in Paris，however，that great devourer of all 
”artistic tendencies, that a Frenchman gifted with uncommon 
-musical intelligence pursued the above-named tendence 
to its uttermost extreme， Zectox Dexlios is the immediate 
”and most energetic offshoot of Beethoven on afside from 

Which the latter turned away so soon 一 as T have above 
_described 一 as he pressed forward from the sketch to the 
actual picture， The often crabbed and hasty penstrokes 
in which Beethoven,， without a closer scrutiny, jotted down 
his attempts at finding new methods of expression were 
almost the only heirloom of the great artist that fell into 
the eager pupils hands， Was it a Susbicion that Beet- 
hovens most fnished picture, his Last Symphony，would 
also be the very last work of its kind，that restrained 
Berlioz in his own interest 一 for he，too，wished ta _ create 
great works 一 from searching those pictures for the masters 
actual trend (Zxajel "一 a trend which surely headed some- 
where else, than toward the appeasement of a mere fantastic 
whim.。 Certain it is, that Berlioz”artistic inspiration was 
fed upon an enamoured staring at those strangely crumpled 
penstrokes : horror and ecstasy seized him at the sight of 
the enigmatic symbols in which the master had bound both 
ecstasy and horror in one common spell, to show by them 
the secret which he never could speak out in Mnusic and 
yet believed he could speak therein alone， At this sight 
the starer was seized at last with giddiness ; in wild con- 


” fusion there danced a garish，witch-like chaos before eyes 


whose natural vision yielded to a purblind polyopia (大 ze/- 
5zCplippetj 人 in which the dazed one fancied he was looking 
on human forms with all the hues of fhesh, when there were 
reallynothing but ghostly skeletons playing theirtricks upon 
his fancy。 But this spectre-roused vertigo was Berlioz only 
inspiration ; when he woke from it he saw,， with all the 
exhaustion of an opium-eater，a chilling void around him， 
which he now endeavoured to animate by artificially re- 
summoning the fever of his dream ;i and this he could only 
manage by a toilsome re-arrangement of his musical house- 
hold-stuft， 


一 一 一 
四 
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In his struggle to note down the apparitions of his grue- 
Somely excited fancy, so as to present them accurately and 
palpably to the incredulous, hidebound world of his Parisian 
surroundings, Berlioz forced his enormous musical intelli- 
Sgence to a hitherto undreamt-of technical power， What he 
had to say to people was so wonderful，so unwonted, so 
entirely unnatural, that he could never have said it out in 
homely, simple words : he needed a huge array of most 
complicated machines，in order to proclaim by help of 
many-wheeled and delicately adjusted Mechanism what a 
simple human Organism could not possibly have uttered 一 
just because it was so quite un-human， We know, now， 
the supernatural wonders wherewith a priesthood once 
deluded childlike men into believing that some good god 
was manifesting himself to them: it was nothing but 
Mechanism，that ever worked these cheating wonders，. 
Thus to-day again the szpex-natural, just because it is the 
2zN-natural, can only be brought before a gaping public by 
the wonders of nfechanics ;and such a wonder is the secret 
-of the Derlioszazz Oxcpestya。 下 ach height and depth of this 
Mechanism's capacity has Berlioz explored, with the result 
of developing a positively astounding knowledge and if 
we mean to recognise the inventors of our present industrial 

”machinery as the benefactors of modern State-humanity， 
then we must worship Berlioz as the veritable saviour of 
.Our world of Absolute-music ; for he has made it possible 
to musicians to produce the most wonderful effect, from the 
emptiest and most un-artistic Content of their music-making， 
by an unheard marshalling of mere mechanical means. 

Berlioz himself in the beginning of his artistic careem， 
was certainly not attracted by the glory of a mere 
mechanical inventor : in him there dwelt a genuine artistic 
Stress (ZDxaxg), and this stress was of a burning, a consum- 
ing kind， That，in order to content this stress，he was 
driven by the unsound and the un-human along the line 
above-discussed, to such a point that he needs mnust sink 
as artist into mechanism, as Supernatural fantastic dreamer 
into an all-devouring materialism : this makes of him not 
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only a warning example, 一 but so much the more a deeply 
to be deplored phenomenon as he to-day is still con- 
”sumed with a genuinely artistic yearning, notwithstanding 
that he lies already buried hopelessly beneath the desert 
Waste of his machines, 

He is the tragic sacrifice to a tendency whose results 
have been exploited from cmotexr side with the. most 
grievous unabashedness，the most heedless self- com- 
Placency in all the world4， The Opera, to which we shall 
now return，has swallowed down the Neoromanticism of 
Berlioz，too，as a plump，fhne-fhavoured oyster，whose 
digestion has conferred on it anew a brisk and well-to-do 
appearance， 


From the sphere of Absolute-music an enormous in- 
crease in means of manifold 卫 xpression had been brought 
to Opera by the Modezt oycpestyiaz by the orchestra that 一 
in the opera-composer s Sense 一 Was noOwW prepared to bear 
itself“ dramatically” Formerly the Orchestra had never 
been anything beyond the rhythmic and harmonic bearer 
of the opera-melody : however richly equipped in this its 
_ station，yet it was always subordinated to that melody ; 
and where it even reached so far as to take a direct share or 
interest in its delivery, still it really only served to render 
mistress Melody more dazzling and more proud，by 
sumptuously adorning, as it were, her court， 下 verything 
that belonged to the necessary accompaniment of the 
dramatic-action was taken from the sphere of Pantomime 
or Ballet, whose melodic expression had evolved from the 
Folkdance-tune by precisely the same laws as Operatic 
Aria had evolved from the tune of the Folksong. Just as 
the one tune had owed its development and tricking-out 
oO _ the wayward fancy of the Singer，and hnalljy of the 
novelty-hunting Composern so had the other owed 友 to 
that of the Dancer and Pantomimist， In _ neither had 让 
been possible to tamper with its essential roots, since these 
jay beyond the soil of operatic art were incognisable and 
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inaccessible to the factors of Opera; and this essence 
was enunciated in that hard-and-fast (5ScpazN gesetzcp1Net1eN) 
rhythmic and melismic Form，whose surface the composer 
might haply vary, but never wash away its outlines with- 
out completely drowning himself in a chaos of the most 
hopelessly indefhnite expression。 TIhus Pantomime itself 
had been domineered over by Dance-melody， The panto- 
mimist could deem nothing expressible by gestures bnut 
what this Dance -melody，sternly chained to certain 
rhythmic and melismic conventions，was able to accom- 
pany with any degree of ftness， 再 e was strictly bound 
to measure his movements and gestures, and consequently 
what they were intended to express，by the standard of 
the musics powers; by these to mould and stereotype 
himself and his individual powers, 一 exactly as in Opera 
the singing-actor must temper his dramatic powers to 
those of the stereotyped Aria-expression，and leave his 
own quite undeveloped，albeit entitled by the nature of 
the case to the real determinative Voice. 

In this anti-natural relation of the artistic factors to_ one 
another in both Pantomime and Opera, musical-expression 
hadqd been starved into the barest formalism. Above all 
the Orchestra, as accompanist of dance or pantomime, had 
not been able to gain that faculty of expression which 让 
mnust needs have reached if this subject of accompaniment， 
to wit the Dramatic pantomime, had _ ventured to evolve 
according to its own exhaustless inner powers, and thus 
21 zel1 to offer the Orchestra the material for genuine 
invention。 Even in Opera nothing else had been possible 
to fthe Orchestra, when accompanying Pantomimic move- 
ments, but that tied-down, banal rhythmic-melodic expres- 
sion : by luxuriance and glitter of surface colour alone, had 
one Sought to indue it with variety. 

Now，in independent Instrumental - music this fxed 
”expression had been broken down, and that by actually 
smiting its rhythmic and melodic Form to pieces，from 


e 4 nd sein eigenes, nach der Natur der Sache in Wahrheit eigentlich zum 
Gesetzgeben berechtigtes Vermo5gen unentwickelt lassen musste.” 
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which new and endlessly diverse forms were moulded 
according to purely musical design。 Losgaxy still com- 
menced his Symphonies with an entire melody, which he 
then, as though in sport divided contrapuntally into smaller 
and smaller portions， Zeelorvez sy most distinctive creation 
began with these divided pieces, from which he built before 
our Very eyes an ever loftier and richer edifice。 Derlio2， 
howevem was delighted with the intricate and gay confusion 
into which he shook those fractions ; and the hugely com- 
Plicated machine，the kaleidoscope in which he rattled 
Parti-coloured stones together he took and reached it to 
the modern opera-composer in his COxcZestyza. 

These splintered and atomic melodies,， whose fragments 
he might join together at his lief 一 the more without rhyme 
or reason, the more quaintly and surprisingly 一 the Opera- 
composer now lifted from the orchestra zztlo UVe zyozce ze 
However fantastically whimsical this sort of melodic prac- 
tice might appear in purely orchestral pieces，yet pexe 
everything could be excused ; for the difhculty，nay im- 
possibility of expressing oneself in Music alone, with full 
distinctness, had already betrayed even the most earnest 
masters into a like fantastic whimsicality， But in Opera， 
where the sharp-cut word of Poetry afforded the musician a 
quite natural basis for a sure，infallible expression，this 
scandalous confounding of all expression, this supercilious 
maiming of each still healthy organ of expression, Such as 
is exhibited in the modernest Opera's preposterous string- 
ing-together of utterly alien and radically diverse melodic 
elements 一 this we can only ascribe to the complete develop- 
ment of madness in the composer ; who, in his arrogant 
pretension to bring about the Drama by his sale absolute- 
musical powers， with Miexely /COozxzezS 053151CNCe from the 
Poet，was necessarily bound to arrive where we see him 
arrived to-day amid the ridicule of every man of common 
sense， 

In virtue of his hugely swollen mnusical apparatus, the 
Composen who since Rossini's time had only developed his 
frivolous side and lived on absolute Opera-melody, now felt . 


二 -一 一- 一 一 一 一 一 一 一 一 一 


人 
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called to boldly advance from the 1 of 本 
frivolity tothefurther stage of dramatic“Characteristique,” 
As such a“ (Characteristicist ”is the most famous opera- 
composer of modern times acclaimed ; and that not only 
by the public who had long-since been made his deeply 
”compromised accomplice in the assault upon Music's truth， 
but also by the art-critics， In view of the greater melodic 
purity of former epochs, and compared therewith，'tis true 
the Meyerbeerian melody is upbraided by our criticists as 
Jpzzzolots and ML (gehaltlos) ; but in regard of the quite- 
new marvels in the way of “Characteristique ”that have 
blossomed from his music this composer is meted out a 
plenary indulgence, 一 which involves the corollary that, after 
all one considers 3a MiNSZUCCL-GJUMNGLUC CAC1GctE1X51GUE only 
Possible when couched in a .1zrzzyoloxs CNC pzMNtSV AIelodtzgyte : 
aconsideration which in its turn can only fll the zsthetician 
with an utter distrust of the whole genre of OPpera. 一 

Let us briefy survey the nature of this modern“ Charac- 
teristique,”as exhibited in Opera. 


VI， 


IODERN “CHARACTERISTIQUE， in 
Opera, is something essentially different from 
its counterpart in the 罗 yc-Rossinian era in the 
tendency of Gluck or of Mozart. 

In declaimed Recitative, as in be-sung Aria， 
Gep_with full retention of these forms, and amid his in- 
stinctive carefulness to comply with the wonted claims upon 
their purely musical content 一 was consciously concerned 
to reproduce as faithfully as possible by his Musical 
- 卫 xpression the emotion indicated in the'text， and above 


all to never Sacriflce the purely declamatory accent of the 


verse in favour of this musical expression。 He took pains 
to speak correctly and intelligibly in his music. 

4Iozax by reason of a nature wholly sound at core， 
could never speak otherwise than correctly， He pro- 
nounced with the selfsame clearness the rhetorical “pig- 
tail and the genuine dramatic accent : with him grey was 
always grey, and red red ; only that this grey and this red 
were equally bathed with the freshening dew of his music， 
WwWere resolved into all the nuances of the primordial coloum 
and thus appeared as many-tinted grey，as many-tinted 
red.， Instinctively his music ennobled all the conventional 
stage-characters presented him，by polishing，as it were, 


as rough-hewn stone, by turning all its facets to the light， 


and fhnally by fxing it in that position where the light 
could smite it into brightest Play of colour， In this way 
was he able to lift the characters of “Don Juan，” for 
instance，into such a fulness of expression that a writer 
like Hoftmann could fall on the discovery of the deepest， 
most mysterious relations between them，relations of 
which neither poet nor musician had been ever really 
conscious。 Certain it is，however that Mozart could not 
possibly have made his music characteristic in Such sorb 
了 
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had the characters themselves not been already present in 
the poet's work，、 The more we are able to look through the 
人 lowing tints of Mozarts music to the ground behind, with 
the greater Sureness do we recognise the sharp and definite 
Penstrokes of the Poet whose lines and touches fhrst pre- 
scribed the colours of the Musician，and without whose 
skill that wondrous music would have straightway been 
impossible. 

But the amazingly lucky relationship between Poet and 
Composer that we have found in Mozart's masterwork,， we 
see completely vanishing again in the further evolution of 
Opera ; until，as we have already noticed，KosszNtz quite 
abolished it making absolute Melody the only authentic 
factor of Opera, to which all other interests, and above all 
the co5peration of the Poet had wholly to subordinate 
themselves。 We further saw that Jebeg objection to 
及 ossini was only directed against this Melody's shallow- 
mess and want of character ; by no means against the 
unnatural position of the Musician toward the Drama。 
On the contrary，Weber only added to this unnaturalness， 
in that he assigned himself a still more heightened position， 
as against the Poet by a characteristic ennobling of his 
Melody; a position loftier in exact degree as his melody 
outtopped Rossinis in just that point of nobility of char- 
acter， To Rossini the Poet hung on like a jolly trencher- 
man, whom the Composer 一 distinguished, but affable person 
that he was 一 treated to his heart's content with oysters 
and champagne; so that，in the whole wide world，the 
Poet found himself nowhere better off than with the famous 
matstro， Webern on the other hand, from unbending faith 
in the_ characteristic pureness of his one and indivisible 
Melody, tyrannised over the Poet with dogmatic cruelty， 
and forced him to erect the very stake on which the 
wretch was to let himself be burnt to ashes for the kindling 
of the fire of Webers melody， ITIhe poet of“ Der Freis- 
Chiitz”entirely without his own knowledge, had committed 
_fthis act of suicide : from out his very ashes he protested， 
while the hames of Webers fhre were already hlling all the 


_OPERA AND THE NATURE OF MUSIC. 83 


air;i he called to the world that these fames were really 
leaping forth from pzMp， But he made a radical mistake ; 
his wooden logs gave forth no fame until they were con- 
sumed 一 destroyed : their ashes alone, the prosaic dialogue， 
could he claim as his property after the hire. 


After the“Freischiitz”Weber sought him out a more 


accommodating poet ; for a new opera he took into his 
pay a lady, from whose more unconditional subservience 
he even demanded that, after the burning of the funeral 


pile, she should not leave behind so much as the last ashes ， 


of her prose : she should allow herself to be consumed 
fesh and bone in the furnace of his melody， From Webers 
correspondence with Frau von Chezy, during the prepara- 
tion of the text of “ Euryanthe，we learn with what pains- 


taking care he felt again compelled to rack the last drop ， 


of blood from a poetic helper; hovw he rejects and pre- 
. Scribes, and once more prescribes and rejects ; here cuts， 
there asks for more ; insists on lengthenings here and 


shortenings there, 一 Day extends his orders even to the 


.Characters themselves，their motives and their actions, 
Was he in this, mayhap, a peevish malcontent, or a boast- 


ful parvenu who，inflated by the success of his“ Freis- 


Chiitz,” desired to Play the despot where by rights he 
Should have obeyed， No, nol Out of his mouth there 


Spake alone the honourable artist-care of the Musician， 


. Who，tempted by stress of circumstance，had undertaken 
to construct the Drama itself from 人 Absolutemelody， 
Weber here was led into 3a serious error but into an error 


which was necessarily bound to take him.， He had lifted 
Meledy to its fairest，most feeling height of nobleness ; 
he wanted now to crown it as the Laxse oy _ Drama herself 


_and by her strenuous hand to chase away the whojle ribald. 
pack of profaners of the stage， As in the“ Freischiitz” 
he had led each lyric hbre of the opera-poem into this 


-Melody，so now he wished to shower down the Drama 


from the beams of his melodic planet， One might almost 
say that the melody for his “了 Euryanthe ”was ready 
before a line of its poem ; to provide the latten he only 


84 opERA AND DRAMA : PART 


wanted someone who should take his melody completely 
into ear and heart, and merely poetise upon it， Since this 
was not practicable, however he and his poetess fell into 
a fretful theoretic quarrel in which a clear agreement was 
possible from neither the one Side nor the otheb 一 So that 
”in this case of all others，when calmly tested，we inay 
Plainly see into what painful insecurity men of Webers 
gifts and artistic love of truth may be misled, by holding 
fast to a fundamental artistic error. 

After all was done, the Impossible was bound to stay 
impossible for Weber too， Spite all his suggestions and 
instructions to the Poet he could not procure a dramatic 
groundwork which he might entirely dissolve into his 
Melody ; because he wished to call into being a genuine 
drama，and not merely a play flled out with lyric 
_ noments， where 一 as in “Der Freischiitz "一 he would need 
to employ his music for nothing but those lyric moments. 
In the text of“ 芋 uryanthe,， besides the dramatic-lyric 
elements, 一 for which，as 工 have expressed myself the 
melody was ready in advance, 一 there was still so much of 
additional matter quite foreign to Absolute Music， that 
Weber was unable to get command of it by his Melody 
proper.， If this text had been the work of a veritable 
poet who should onjy have called upon the musician for 
aid, in the same manner as the musician had now called 
upon the poet : then this musician, in his affection for the 
proffered drama, would never have had a moment's hesi- 
tancy.。 Where he recognised no ftting Stuff to feed or 
vindicate his broader mnusical expression, he would only 
have deployed his lesser powers, to wit of furnishing an 
accompaniment Subordinate but ever helpful to the whole ; 
and only where the fullest musical expression was neces- 
sarily conditioned by the Stuff itself would he have 
entered with his fullest powers， The text of “了 uryanthe,” 
however，had sprung from the converse relationship be- 
tween poet and musiciam and wherever the Composer 一 
the _ virtual author of that opera 一 should by rights have 
.stood aside or withdrawn into the background,， there he 
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now could only see a doubled task，namely that of im- 
printing on a musically quite sterile stuff a stamp which . 
should be musical throughout， In this Weber could have 
succeeded only if he had turned to music's frivolous line ; 
记 looking quite aside from truth, he had given rein to the 
_epicurean element, and set death and the devil to amusing 
melodies 4.4z Rossini， But this was the very thing against 
which Weber lodged his strongest artistic protest : ptz4 

melody should be everywhere cpexacteztslic ie true and 
. answering to each emotion of his subject. Thus he was 
.forced to betake himself to some other expedient, 
”Wherever his broad-breathed melody 一 mostly ready in 


advance，and spread above the' text like a glittering 


garment 一 would have done that text too manifest a 
violence, there Weber broke this melody itself in pieces- 
He then took up the separate portions of his melodic 
building，and，always according to the declamatory re- 
quirements of the words，re-joined them together into- 
a Skilful mosaic ;which jlatter he coated with a flm of - 
fne melodic varnish，in order thus to preserve for the 
_wWhole construction an outward show of Absolute Melody， 
.detachable as much as possible from the text-words. 
The desired illusion，howeven he did not succeed in 
eftecting， 

Not only Rossini, but Weber himself had made Absolute 
Melody so decidedly the main content of Opera，that， 
Wirested from its dramatic framework and even stripped of 
its text-words, it had passed over to the Public zzz z65 0axyestz 
Napedjess、A melody must be able to be fddled and 
blown，or hammered-out upon the pianoforte，?z0z1Zozet 
thereby losing the Smallest particle of its individual 
essence, if it was _ ever to _ become a real melody for the 
public， To Webers operas, too, the public merely went 
to hear as many of such melodies as Possible,，and the 
musician was terribly mistaken when he fattered himself 
that he would see that lacquered declamatory mosaic 
accepted as Melody by this public: for to tell the truth， 
that was what the composer really made for， TIhough in 
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the eyes of Weber himself that mosaic could only be 
justifed by the words of the text，yet on the one side 
the public was entirely indifferent 一 and that with perfect 
justice 一 to those words ; while on the other side it trans- 
Pired that this text itself had not been quite suitably 
reproduced in the music。 For it was just this immature 
halif-melody that turned the attention of the hearer away 
_ from the words, and made him look out anxiously for the 
formation of a whole melody that never came to Light 一 so 
that any longing for the presentment of a poetic thought 
was throttled in advance while the enjoyment of a melody 
was all the more painfully curtailed as the longing for it 
Was roused indeed，but never satished。 Beyond the 
Passages in “ 节 uryanthe ”where the composers artistic 
judgment could hold his own broad natural melody com- 
pletely justihed，we see in that work his higher 'artistic 
efforts only crowned with true and beautiful success where,， 
for love of truth, he quite renounces Absolute-melody, and 
一 as in the opening scene of the frst act 一 gives the noblest， 
most faithful musical expression to the emotional dramatic 
declamation (Keade) as Such ; where he therefore sets the 
aim of his own artistic labours no longer in the mnusic but 
in the poem, and merely employs his music for the further- 
ing of that aim : which，again，could be attained by no- 
thing but MusiG with such fulness and so convincing 
truth. 

Criticism has never dealt with “Euryanthe”in the 
measure that its uncommonly instructive Content deserves, 
The Public gave an undecided voice，half stirred，half 
chagrined， Criticism，which at bottom always waits upon 
the public voice, in order 一 according to its own intention 
of the moment 一 either from that and the outward Success 
to take its cue, or else to doggedly oppose it : this Criticism 
has never been able to take proper stock of the utterly con- 


tradictory elements that cross each other in this workto 


sift them carefully, and from the composers endeavour to 
unite them into one harmonious whole to fnd a warrant 
for its ill-success。 Yet nevem so long as Opera has existed， 
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has there been composed a work in which the inner con- 


tradictions of the whole genre have been more consistently 


worked out， more openly exhibited，by- a_ gifted，deeply- 


feeling and truth-loving composer for all his high en- 
deavour to attain the best， These contradictions are : CO5o- 
ppt 5SEL5UL1cz1g MELOLY CN 一 WU112382CpZ1URCAY 11WE CAMGEZC 


C4b125570N1，。， Here one Or the other must necessarily be 


sacrificed, 一 either Melody or Drama.， Rossini sacrificed 
the Drama ; the noble Weber wished to reinstate it by 
force of his _ more judicious (szzzzgexez) melody， He had 
to learn that this was an impossibility， Weary and ex- 
hausted by the troubles of his“Euryanthe”he sank back 
upon the yielding pillow of an oriental fairy-dream ; 
through the wonder-horn of Oberon he breathed away 
his last life's-breath. 


What this noble，lovable Weber aglow with a pious 
faith in the omnipotence of his pure Melody, vouchsafed 
him by the fairest spirit of the Folk, 一 what pe had striven 
for in vain, was undertaken by a friend of Webers youth， 
by /ecob Meyexbeer ，but from the standpoint of Rossinian 
melody. 加 
Meyerbeer passed through all the phases of this Melody s 


development ; not from an abstract distance, but in avery 
concrete nearness, always on the spot， As a Jew,heowned 


no mother-tongue, no Speech inextricably entwined among 
.the sinews of his inmost being : he spoke with precisely 


”the same interest in any modern tongue you chose and set 


it to music with no further sympathy for its idiosyncrasies 
than just the question as to how far it shewed a readiness 


to _ become a pliant servitor to Absolute Music， TIhis attri- 


bute of Meyerbeer's has given occasion to a comparison of 
him with Clvce ，for the latter. too，although a German， 
wrote operas to French and Italian texts. As a fact， 
Gluck did not create his music from the instinct of Speech 
(which in such a case must always be the Motpex-speech) : 
what he, as Musician, was_ concerned with in his _ attitude 
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toward Speech (CU .Spyiacpe) was its 了 hetoric (Cie Read2h 
that utterance of the speech-organism which merely foats 
upon the surface of this myriad of organs， Not from 
thbe generative force of these organs，did his productive 
Powers mount through the Rhetoric into the Musical-ex- 
”pression ; but from the sloughed-off Musical-expression he 
harked back to the Rhetoric，merely so as to give that 
baseless 丘 xpression Some ground of vindication， Thus 
every tongue might well come equally to Gluck, since he 
was only busied with his rhetoric: if Music, in this trans- 
cendental line, had been able to pierce through the Rhetoric 
into the very organism of Speech, it must then have surely 
had to entirely transform itsel{. 一 In order not to interrupt 
the course of my argument,，I must reserve this extremely 
weighty topic for thorough_ investigation in a more ap- 
Propriate Place ; for the present 工 content myself with 
commending to notice, that Clzxc2s concern was with an 
animated 人 了 hetoric in general 一 no _ matter in what tongue， 
一 Since in that alone did he hnd a vindication for his 
mnelody ; whereas Since 有 信 ossini this Rhetoric has been 
completely swallowed up in Absolute-melody, leaving only 
its materialest of frameworks, its vowels and its consonants， 
as a scaffolding for musical tone. 

-40eyexOeez through his indifference to the spirit of any 
tongue，and his hence-gained Power to make with little 
Pains its outer side his own (a faculty our modern educa- 
tion has brought within the reach of all the well-to-do)， 
was quite cut out for dealing with Absolute Music divorced 
from any lingual ties， Moreovem he thus was able to wit- 
mess on the spot the salient features in the aforesaid march 
of Opera-music's evolution : everywhere and everywhen he 
followed on its footsteps， Above all is it noteworthy that 
he merely JOLozoued on this march,， and never kept COxeast 
of to say nothing of outstripping it He was like the 
starling who follows the ploughshare down the held，and 
merrily picks up the earthworm just uncovered in the 
furrow.， Not oze departure is his own，but each he has 
eavesdropped from his forerunner exploiting it with mon- 
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strous ostentation ; and so swiftly that the man in front 
has scarcely spoken a word, than pe has bawled out the 
entire phrase，quite unconcerned as to whether he has 
caught the meaning of that word ; whence it has generally 
arisen, that he has actually said something slightly different 
from what the man in front intended， But the noise of 
the Meyerbeerian phrase was so deafening, that the man 
in front could no longer arrive at bringing out his own real 
meaning : willy-nilly, if only to get a word in edgeways, he 
was forced at last to chime into that phrase, 

In Germany alIone was Meyerbeer unsuccessful，in his 
search for a new-hedged phrase to anyhow ft the word of 
Weber : what Weber uttered from the fll of his melodic 
life，could not be echoed in the lessoned，arid formal- 
ism of Meyerbeer， At last，disgusted with the fruitless 
toil he betrayed his friend by listening to Rossini's siren 
strains, and departed for the land where grew those raisins 
( 久 o5z1zet)。 Thus he became the weathercock of European 
opera-music, the vane that always veers at first uncertain 
with the shift of wind, and only comes to a standstill when 
the wind itself has settled on its quarter， Thus Meyerbeer 
in Italy composed operas 4 MA Rossini，precisely till the 
larger wind of Paris commenced to chop, and Auber and 
Rossini with their“.9tlxwziMe ”and their “7e[ ”blew the 
new gale into a storm 1 With one bound, was Meyerbeer 
in Paris!  Ihere he found，however，in the Azexzcpz1eid 
Weber (need II recall“Robtzzp des bo15 7)) and the pe-Bev- 
lzosed Beethoven，certain moments to which neither Auber 
nor Rossini had paid attention, as lying too far out of their 
way，but which Meyerbeer in virtue of his cosmopolitan 
_ capacity knew very well to valuate， He summed up all 
his overhearings in one monstrous hybrid phrase，whose 
strident outcry put Rossini and Auber to sudden silence : 
“及 obert，the grim “Devil”set his clutches on them al 

In the survey of our operatic history, there is something 
most painful about being ozpy cple 加 JpeaB good or 1pe dead 
and being forced to pursue the living with remorseless 
bitterness ! 一 But it we want to be candid，since we MU51 
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we have to recognise that the departed masters of this art 
deserve alone the martyrs crown jj it Wey were victims to 
an ijllusion, yet that illusion shewed in them so high and 
beautiful，and they themselves believed so earnestly its 
sacred truth, that they offered up their whole artistic lives 
in Sorrowful，yet joyful sacrifhce thereto， No living and 
still active Tone-setter any longer strives from inner stress 
for such a martyrdom ; the illusion now is laid so bare, 
that no more can anyone repose implicit trust in it， Beref 人 t 
of faith, nay，robbed of joy, operatic art has fallen, at the 
hand of its modern masters, to a mere commercial article， 
了 ven the Rossinian wanton Smile is now no more to be per- 
ceived ; all round us nothing but the yawn of ennui or the 
grin of madness! Almost we feel most drawn towards the 
aspect of the Mad1ztess 〔(Wahnsinn) ; in it we find the last 
remmaining breath of that zllxswzoz (Wahn) from which there 
blossomed once Such noble sacriffce. The juggling side of 
the odious exploitation of our modern opera-affairs we will 
therefore here forget now that we must call before us the 
work of the last surviving and still active hero of operatic 
composition : that aspect could only hll us with indignation， 
whereby we might perhaps be betrayed into inhuman 
harshness towards a personage, did we lay on it alone the 
burden of the foul corruption of those affairs which surely 
hold this personage the more a captive as to us it seems 
set upon their dizziest peak, xzdorned with crown and sceptre. 
Do we not know that Kings and Princes,，precisely in their 
most arbitrary dealings,， are now the greatest slaves of a]ll ， 
一 No, in this king of operatic mnusic let us only look upon 
-the traits of Madness, by which he appears to us an object 
of regret and warning, not of scorn ! For the sake of ever- 
lasting Art, we must learn to read the symptoms of this 
madness ; because by its contortions shall we plainest 
recognise & 碎 e zxvszoxp that gave birth to an artistic genre, as 
to whose erroneous basis we must thoroughjly clear up our 
minds _ before ever we can gain the healthy，youthful 
courage to set rejuvenating hands to Art itselt. 

To this inquiry we may now Press on with rapid step, as 
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we have already shewn the essence of that Madness, and 
have only to observe a few of its most salicnt features in 
order to be quite sure about 让 


We 二 二 seen the frivolous operamelody 一 ie that 
Tobbed of any real connexion with the poem's text 一 grow . 
big with taking up the tune of National-song, and seen 让 t 
swell into the pretence of Historic Characteristique， We 
have further noticed how，with an ever-dwindling in- 
dividualisation of the chief roles in the musical drama, the 
”Character of the Action was more and more allotted to the 
一 “emancipated 一 masses, from whom this Character was 
then to fall as a mere refex on the main transactors， We 
have remarked that only by an Historic costume could the 
surrounding Mass be stamped with any distinctive, at all 
cognisable character; and have seen the Composem So as 
to _ maintain his supremacy against the Scene-painter and 
Stage-tailor 一 to whom had virtually fallen the merit of 
establishing the historic Characteristique, 一 compelled to 
outdo them by the most unwonted application of his 
purely-musical nostrums. FEinally, we have seen how the 
most desperate departure in Instrumental-muksic brought 
the composer an extraordinary sort of mosaique-melody， 
whose waywardest of combinations offered the means of 
_appearing strange and outlandish，whenever he had a fancy 
that way, 一 and how, by a miracujous employment of the 
Orchestra, calculated solely for material surprise, he believed 
he could imprint on such a _ method the stamp of a quite 
special Lharacteristique. 
Now we must not leave out of sight thatb after all, this 

whole conjuncture could_ never have arisen without the 
Poet's confederacy ; wherefore we will turn, for a moment， 
to an examination of the modernest relationship of the 
Musician to the Poet. 

Through Rossini the new operatic tendency started 
decidedly from Italy : Wexe the Poet had degenerated into 
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an utter nonentity。 But with the transshipment of Rossini s 
tendency to Paris, the position of the Poet also altered，We 
have already denoted the peculiarities of French Opera, and 
found that its kernel was the entertaining conversation (Cex 
21t1E1NaL1eNL2 有 ozxtz7zt1zt) of the Couplet， In French Comic- 
opera the Poet had erstwhile relinquished to the Composer 
but a_ limited field, which he was to cultivate for himself 
while the poet abode in undisputed possession of the ground- 
estate。 Now although，in the nature of the thing，that 
musical terrain had gradually so encroached upon the rest 
that it took up in time the whole estate, yet the Poet still 
held the title-deeds, and the Musician remained a mere 
feoffee，who certainly regarded the entire fef as his 
hereditary property, but notwithstanding 一 as in the whilom 
Romo-German 下 mpire 一 owed allegiance to the 了 上 mperor 
as his feudal lord. The Poet enfeoffed, and the Musician 
enjoyed.。 In this situation alone, have there ever come to 
light the healthiest of Opera's progeny，when viewed as a 
Dramatic genre。 The Poet honestly bestirred himself to 
invent characters and situations, to provide an entertaining 
and enthralling piece, which only in its fnal elaboration did 
he trim for the Musician and the latters Eorms ; so that the 
actual weakness of these French opera-poems lay more in 
the fact that, by their very Content, they mostly called for 
no music at all than in that they were Swamped by Music 
in advance.。 On the Stage of the Ojiza Cowizqxe this enter- 
taining，often delightfully witty genre was in its native 
element ; and in it the best work was always done when the 
music could enter with unforced naturalness into the poetry， 

This genre was now translated by Scribe and Auber into 
the pompous phraseolosgy of so-called“ Grand Opera” In 
the“ .LVyzretlle de 2oxtcz ”we still can Plainly recognise a 
well-planned theatric piece, in which the dramatic interest 
is nowhere as yet Subordinated with manifest intention to 
a purely mnusical one : only，in this poem the dramatic- 
action is already essentially transferred to the operations of 
the surrounding Mass, so that the main transactors behave 
more as ftalking representatives of the mass, than as real 
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Persons who act from individual necessity，So stack already， 
arrived before the imposing chaos of Grand Opera, did the 
Poet hold the reins of the opera carriage ; those reins he 
was soon to drop upon the horses backs! But whereas inthe 
“Muette"” and in “Tell,” the Poet stili kept the reins 
within his hand，since it occurred to _ neither Auber nor 
人 ossini to do anything else but just take their musical ease 
and melodious comfort in the stately opera-coach 一 un- 
worried as to how and whither the well-drilled coachman 
steered its wheels, 一 now Meyerbeer to whom that rank 
melodic ease did not come So in the grain, felt impelled 
to seize the coachman's reins，and by the zig-zag of his 
JOULe arouse the needful notice, which he could not succeed 
-in attracting to himself so long as he quietly sat in the 
coach, with no other company than his own musical per- 
.Sonajlity. 一 

Merely in scattered anecdotes has it come to our ears， 
what painful torments Meyerbeer inficted on his poet Scribe， 
._ during the sketching of his opera-subjects， But if we paid 
no heed to any of these anecdotes, and knew absolutely 
nothing of the mysteries of those opera-confabulations 
between Scribe and Meyerbeer we Should still see clearly 
by the resultant poems themselves what a pothersome， 
bewildering incubus must have weighed on the else so 
rapid，so easy-working and quick-witted Scribe，when he 


had to cobble up those bombastical，rococo texts for 


Meyerbeer， While Scribe continued to write fuent， often 


interestingly planned dramatic poems for other composers ; 


texts in any case worked out with considerable natural skill， 


and at least based always on a definite plot, with easily 


intelligible situations to suit that plot, 一 yet. this uncom- 
inonly expert Poet turned out for Meyerbeer the veriest 
fustian，the lamest galimathias ; actions without a plot， 
”， Situations of the most insane confusion, characters of the 

most ridiculous buffoonery。 This could never have come 
about by natural means : So easily does no sober judgmentft， 
like that of Scribe, submit to the experiments of craziness. 
Scribe mnust frst have had his brain unhinged for him， 
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before he conjured up a“ Robert the Devil”; he must have 
frst been robbed of all sound sense for dramatic-action， 
before he lent himself in the“Huguenots”to the mere 
”Compilation of scene-shifters” nuances and contrasts ; he 
must have been violently initiated into the mysteries of 
Iiistorical hanky-panky，before he consented to Paint a 
“Prophet ”of the sharpers. 一 

We here perceive a determinant inhuence of the Com- 
Poser on .the Poet, akin to that which Weber exerted on 
the poetess of “了 uryanthe”: but from what diametrically 
Opposite motives! Weber wanted a Drama that could 
Pass with all its members, with every scenic nuance， into 
his noble，soulful Melody :一 Meyerbeer，on the contrary， 
_wWanted a monstrous piebald, historico-romantic, diabolico- 
religious， fanatico-libidinous， sacro-frivolous， mysterio- 
criminal, autolyco-sentimental dramatic hotch-potch, there- 
in to fhind material for a curious chimeric music ,一 a want 
which，owing to the indomitable buckram of his musical 
temperament,，could never be quite suitably supplied. He 
felt that，with all his garnered store of musical effects， 
there was Still a _ something wanting, a Something hitherto 
mon-existent，but which he could bring to bearing were 
”he only to collect the whole thing from every farthest 
cranny, heap it together in one mass of crude confusion， 
dose it well with stage gunpowder and lycopodium，and 
spring it crashing through the air， What he wanted there- 
fore from his librettist，was，sSo to Speak，an inscenation 
of the Berliozian Orchestra ; only 一 mark this well (一 with 
the most humiliating degradation of it to the sickly basis 
of Rossini's vocal trills and 1exrzxpzite 一 for Sake of dramatic?” 
O 〇 Opera To bring the whole stock of elements of musical 
effect into some sort of harmonious concord through the 
Drama, would have necessarily appeared to him a sorry 
way of setting about his business;i for Meyerbeer was no 
idealistic dreamer，butb with a keen practical eye to the 
modern opera-public，he saw that by a_ harmonious con- 
cord he would have gained no one to his side, whereas by 
a rambling hotch-potch he must certainly catch the moods 
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of all i.e, of each man in his line， So that _ nothing was 
more important for him，than a maze of mad cross- 
purposes，and the merry Scribe must sweat blood to 
concoct a dramatic medley to his taste。 In cold-blooded 
care the musician stood before it，calmly meditating as 
to which piece of the monstrosity he could ft out with 
some particular tatter from his musical store-room，so 
strikingly and cryingly that it should appear quite out- 
of-the-ordinary， and therefore 一 “characteristic.” 
Thus, in the eyes of our art-Criticism, he developed the 
powers of Mnusic into pzstoxtaly Chpaxactexzt5ligUe，and 
brought matters so far that he was told，as the most 
delicate compliment，that the texts of his operas were 
terribly poor stuff put zwpat ZW001d2IS HZ53 MU1NSUC RMNCUO NOUO 
加 MiCpe OU Oo 8161 ZWO1etcNed 7WUOO15N /一 So the utmost 
triumph of Music was reached : the Composer had razed 
the Poet to the ground, and upon the ruins of operatic- 
_poetry the .LVxistzczaNt was crowned the only Czlipeztzc 
2 /一 


The secret of Meyerbeers operatic music is 一 CAeck 工 
we wish to gain a notion of what we are to understand by 
this“ 卫 ffect”( BEJapto hi it is important to observe that in 
fthis _ connection we do not as a rule employ the more 
homely word“ J17zxzpxut [lit“a working "”]， Our natural 
feeling can only conceive of“ yzxpzuME ”as bound up with 
an antecedent czwise : but here, where we are instinctively 
in doubt as to whether such a correlation subsists, or are 
even as good as told that it does not subsist at all we look 
perplexedly around us for a word to anyhow denote the 
impression which we think we have received from，e.g,， 
the music-pieces of Meyerbeer ; and so we fall upon a 
foreign word, not directly appealing to our natural feeling， 
such as just this word “ 匡 ffect If then，we wish to 
deftine what we understand by this word, we may translate 
“Effect”by“a Working，without a cause”( 丈 zzpzxg 


Opjpe Lacpem). 


96 OPERA AND DRAMA : PART I， 


As a fact, the Meyerbeerian music produces' on those 
who are able to edify themselves thereby，a Working- 
without-a-cause。 This miracle was only possible to the 
extremest mnusic, i.e. to an expressional power which 一 in 
Opera 一 had from the first sought to make itself more and 
-more independent of anything worth expressing, and had 
fnally proclaimed its attainment of complete independ- 
ence by reducing to a moral and artistic nullity the Object 
of expression，which alone should have given to this 
上 xpression its being,，warranty and measure ; by reducing 
it to Such a degree that this oO1acl now could only gain its 
being, warranty and measure from a mere act of grace on 
the part of Mnusic, 一 an act which had thus itself become 
devoid of any real expression。 This act of grace, however， 
could only be made possible in conjunction with other 
coe 作 cients of absolute-Working， In the extremest Instru- 
mental-music appeal had been made to the vindicating 
force of Phantasy，to which a programme，or mayhap a 
mere titte, had given an extramusical leverage: in Opera 
this leverage was to be materialised，i.e. the imagination 
Was to be absolved from any painful toil， What had there 
been Programmatically adduced from moments df the 
phenomenal life of Man or Nature，was here to be pre- 
sented in the most material reality，so as to produce a 
fantastic Working without the smallest fellow-working of 
the Phantasy， This material leverage the Composer 
borrowed from the scenic apparatus, inasmuch as he took 
also purely for their own sake the workings it was able to 
produce, i.e. absolved them from the only object thatb lying 
beyond the realm of Mechanism and on. the soil of life- 
portraying Poetry，could have given them conditionment 
and vindication. 一 Let us explain our meaning clearly by 
one example,，which will at the same time characterise the 
most exhaustively the whole of Meyerbeerian art， 

Let us Suppose that a poet has been inspired with the 
idea of a hero, a champion of light and freedom, in whose 
breast there fames an all-consuming love for his downtrod 
brother-men，afficted in their holiest rights， The poet 
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Wishes to depict this hero at the zenith of his career in the 
full radiance of his deeds of glory，and chooses for his 
”Picture the following supreme moment. With thousands 
of the Folk 一 who have left house and home, left wife and 
children, to follow his inspiring call to conquer or to die in 
_fght against their powerful . oppressors 一 the hero has 
arrived before a fortressed city，which must be stormed 
by his unpractised mob, if the work of freedom is to come 
to a Victorious issue.， Through earlier hardships and 
mishaps, disheartenment has spread apace ; evil passions， 
discord and confusion are raging in his hosts : all is lost if 
all shall not be won to-day。， This is a plight in which 
heroes wax to their fullest grandeur。 In the solitude of 
the night just past the hero has taken counsel of the god 
within him，of the spirit of the purest love for fellow- 
men, and with its breath has sanctinhed himself ; and now 
the poet takes him in the grey of dawn，and leads him 
_forth among those hosts, who are already wavering as to 
WwWhether they should prove coward beasts or godlike 
heroes， At his mighty voice，the Folk assemble.， Ihat 
voice drives home into the inmost marrow of these men， 
who now alike grow conscious of the god within them : 
they feel their hearts uplifted and ennobled，and theitr 
inspiration in its turn uplifts the hero to still loftier 
heights ; from inspiration he presses on to deed。 He 
Seizes _ the standard and waves it high towards those 
fearful walls，the embattlied city of the foe，who，so 
long as they lie secure behind their trenches make impos- 
sible a better future for mankind，“ On, then，comrades ! 
To die or conquer ! This city MtzUsl be ours ! 一 Ihe poet 
now has reached his utmost confines : upon the boards he 
wills to show the one instant when this high-strung mood 
steps suddenly before us with all the Plainness of a 8great 
reality ; the scene must now become for us the stage of all 
the world ; Nature must now declare herself a sharer in 
this exaltation ; no longer can she stay a chilling，chance 
bystander。 Lo ! sacred Want compels the poet :一 he parts 
the cloudy curtains of the morn，and at his word the 

G 
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streaming sun mounts high above the city, that city hence- 
forth hallowed to the victory of the inspired. 

Here is the hower of all-puissant Art and this wonder 
blossoms only from the art of Drama. 

Only，the opera-composer has no longing for 人 
such as blossom merely from the dramatic-poet's inspira- 
tion and may be effectuated by a picture taken lovingly 
from Life itself : he wishes for the ec1ecl but not the 
czie, Since the latter lies outside his sway。 In a leading 
Scene of Meyerbeers “Prophete， where the exztex1Ntalg 
resemble those just described, we _ obtain for the ear the 
purely physical effect of a hymn-like melody, listened from 
the Folk-song and swelled into a sound 1like thunder : for 
the eye that of a sunrise in which there is positively 
mothing for us to see but a master-stroke of Mechanism. 
The Object that should be fired by that melody, should be 
shone on by this sun，1ze zzNLJzed Nexzo who from very 
ecstasy must pour his soul into that melody，who at the 
stressful climax of Necessity called forth the dawning of 
this sumn, 一 the warranty, the kernel of the whole luxuriant 
dramatic fruit, 一 55 CO5solufet Nol 1 petpd” In his Place 
there functions a characteristically-costumed tenomn whom 
-Meyerbeer has commissioned through his private-secretary 
poet Scribe， to sing as charmingly as possible and at the 
same time behave a wee bit communistically, in order that 
the gentry might have an extra dash of piquancy to think 


se T may get for reply : “Your glorious Hero of the Folk we did not want : 
the whole conception of him is only a pernicious outcome of your private 
Yevolutionary fancy。 On the contrary，we wanted to exhibit an unfortunate 
young man，who，emhbittered by unpleasant experiences and led astray by tricky 
agitators， lets himself be driven into crime， which he later expiates by a most 
sincere contrition.” T go on to ask for the meaning of the sun-effect, and 
stil TI may be answered :““It is copied accurately from Nature。 Why shouldq 
the sun not rise in the early morning ?” To be sure，that would be a very 
Practical apology for an involuntary sunrise ; yet I must still be obstinate， 
and maintain that You would never have allowed that sun to steal a march 
upon you, if you had not really been haunted by some such situation as that 
which I have sketched above : the situation，indeed，did not suit your taste， 
but all the same you intended its Effect. 一 信 ，WAGNER. 一 Our author might 
have gone farthem and said :and you stole it from Hzcxzzsz 1 一 TR。 
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into the thing，The hero of whom we spoke before,is some 
poor devil who out of sheer weakness has taken on therole 
of tricksten and finally bewails in the most pitiful fashion 


一 by no means any error，any fanatical hallucination，. 


which might at a pinch have called for asun to shine on it 
一 but solely his weakness and 0 


What 1 may 二 joined forces to call into 
_fthe world such an unworthy object under the title of a 
“Prophet,”we will here leave unexplored ; let it su 外 ce us 
to observe the resultant which is instructive enough in all 
conscience， First, we see in this example the complete 
moral and artistic dishonourment of the Poet, in whose 
work even those who are most favourably disposed to the 
Composer can fnd no single hairs-breadth of merit : so ! 一- 
the poetic aim is no longer to attract us in the slightest ; 
on the contrary, it is to revolt us， IThe Performer is now 
to interest us as nothing but a costumed Singer; in the 
above-named scene, he can only do this by his singing of 
that aforesaid melody, which makes its_ effect entirely for 
itself{ 一 as Melody， Wherefore the sun is likewise to work 
entirely for itselb namely as a successful theatrical copy of 
the authentic sun : so that the ground of its“working 
comes not at all into the province of Drama, but into that 
of sheer Mechanics, 一 the only thing left for us to think 
about when it puts in its appearanceji for how alarmed the 


composer would be, if one chose to take this appearance 


as an intentional transfguration of the hero, in his capacity 
of champion of mankind ! No, no : for him and his public， 
everything mnust be done to turn Such thoughts away, and 
guide attention solely to that master-stroke of mechanism.。 
And thus in this unique scene, so heaped with honours by 
the public, the whole of Art is resolved into its mechanical 
integers : the externals of Art are turned into its essence ; 
and this essence we find to be 一 Jecz the absolute 匡 ffecb 
ie. the stimulus of an artihcial love-titillation，without 
the potence of an actual taste of Love. 
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TI have not taken upon myself to offer a criticism of 
Meyerbeers operas，but merely to shew by them the 
cssence of our modernest Opera, in its hang with the whole 
class in general，。 Though the nature of my subject has 
often compelled me to give my exposition the character of 
a historic survey, yet I have had to resist the being led 
aside into historic detail-writing， If I had to characterise 
in particular the calling and talent of Meyerbeer for 
dramatic composition, I should have for very sake of truth， 
Which TI here am labouring to bare completely, to lay the 
strongest stress upon one remarkable phenomenon in his 
WwWorks. 一 In Meyerbeers music there is shewn so appalling 
an emptiness, shallowness and artistic _ nothingness, that 一 
especially when compared with by far the larger number of 
his musical contemporaries 一 we are tempted to set down his 
specifc musical capacity at Zero Howeven it is not that 
despite all this he has reaped such great successes with the 
European opera-public, which should fll us with wonder- 
”ment; for this miracle is easily explained by a glance at 
that Public itself :一 no, it is a purely artistic observation， 
Which here should rivet and instruct us， We observe， 
namely, that for all the renowned composers manifest in- 
ability to give by his unaided musical powers the slightest 
Sign of artistic life, nevertheless in certain Passages of his 
”operatic music he lifts himself to tbhe height of the most 
thoroughly indisputabjle, the very greatest artistic power， 
These passages are products of a genuine inspiration, and 
if we look a little closer we shall also see whence this in- 
spiration derived its stimulus 一 namely，from the Poetic 
situation。 Where the poet forgot his hampering regard 
for the musician, where amid his work of dramatic compila- 
tion he stumbled on a moment in which the free, the fresh- 
ening breath of human Life might come and go 一 there he 
suddenly transmits this breath alike to the musician, as a 
_gust of Inspiration ; and now the composer who had ex- 
hausted all the resources of his mnusical ancestry without 
being able to strike one solitary spark of real Invention, is 
at a blow empowered to find the richest，noblest，most 
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heart-searching musical . 瑟 xpression。 IT here would chiefy 
call to mind certain features in the well-known plaintive 
love-scene of the Fourth Act of the “Huguenots "and 
above all the invention of that wondrous moving melody 
in G-fat major by side of which 一 sprung as it is likea 
fragrant fower, from a situation which stirs each hbre of 
the human heart to blissful pain 一 there is very little else， 
and certainly none but the most perfect of 人 usics works， 
that can be set， This I signalise with the sincerest joy and 
frank enthusiasm，because preciseIy in this _ phenomenon 
is the real essence of Art presented in so clear and irrefut- 
able a_ fashion, that we can but see with rapture how the 
faculty for genuine art-creation mnust come to even the 
most corrupted music-maker so soon as he treads the soil 
of a Necessity stronger than his self-seeking Caprice; of a 
“necessity which suddenly guides his erring footsteps, to his 
. own salvation, into the paths of sterling Art 


But that here we can only mention separate features and 
not one whole great track 一 not e.g. the entire love-scene 
to which I have referred, but only scattered moments in it， 
一 this compels us to above all ponder well the gruesome 
nature of that Madness, which nips in the folded bud the 
musician s noblest faculties, and stamps upon his muse the 


.sickly smile of odious complaisance, or else the ghastly grin 


of crazy tyranny。 This madness is the mnusician s passion 
to supply for himself and by his own powers，what he 
does not in himself and of his powers possess, and in whose 
joint establishment he can only tpe 4 ypaxe when it is 
brought him by the individual powers of another， ITIhrough 
this unnatural eagerness of the Musician to satisfy his 
Vanity, namely to exhibit his possessions (exvxwzs2pep) in the - 
dazzling light of a measureless capacity，he has reduced 
”fthese possessions 一 ample enough， in all truth 一 to thbat 
beggarly array in which the Meyerbeerian opera-music nowW 
appears. In her self-seeking endeavour to force her narrow 
forms upon the Drama as of sole validqity, this Opera-music 
_has exposed their wretched stiffness and unyieldingness, till 
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they have grown past any bearing with In her mania for 
seeming rich and many-sided, she has sunk, as a musical 
ab to the utmost spiritual penury, been driven to borrow- 
ing from the most material Mechanism。 In her egoistic 
_ feint of affording an exhaustive dramatic Characteristique 
by sheerly mnusical means，she has ended by losing all 
Power of natural 了 上 xpression, and won instead the doubtful 
honours of a contortionist and mountebank. 一 

As I said at the beginning, that the exyrox in the Operatic 
art-genre consisted in“that a Means of expression (Music) 
had been made the end, while the End of expression (the 
.Jrama) had been made a means, 一 SO the heart of the 
zuvszoi and finally of that Micdjzess which has exposed the 
Operatic art-genre in its rankest un-naturalness to the 
ridicule of all we must thus denote : 


that this means of 下 Xpression wanted of itself 
to Drescribe the aim of Drama， 


VII. 


ee 


3 区 人 IE have 人 theend 一 for we followed 
Mnusics powers in Opera to the proclama- 
tion of her utter impotence.， 

When to-day we talk of Opera-music in 
any stricter Sense, we speak no longer of an 
Art， but of a mere article of Fashion。 Only the Critic who 
feels no stir of artistic necessity within him, can still ex- 
_pound his hopes or fears about the future of Opera。 TIhe 
Artist 一 provided he does not degrade himself into a specu- 
lator on the Public 一 shews by the very fact of his seeking 
for outlets aside from Opera, and particularly his soliciting 
the energetic participation of the Poet that he takes the 
OPpera itself for dead already. 

But here, in this to-be-solicited pezttc2jatzooz or ze Poel 
do we touch the point as to which we must reach a con- 
scious clearness，bright as day，if we want to grasp and 
set fast in its genuine, its healthy naturalness the relation 
between Musician and Poet， This relation must be one 
completely opposite to that wonted heretofore, so entirely 
changed that, for his own welfare, the Musician will only 
settle down to it when he dismisses every memory of the 
old unnatural union，whose last-remaining bond could bnut 
draw him back into the old unfruitful madness. 

In order to get the clearest notion of this sane and onjy 
salutary relation that is to come，we must once more 
.denote We zatluxe ooxy 81e5eNpt MU5t0 in brief but dehnite 
terms. 一 


We shall quickest reach a lucid survey, if we tersely sum 
up Musics nature in the concept LIelotay 

As the inner is both ground and conditionment of the 
_outen but in the outer comes the inner first to plain and 
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dehnite 0 so are Pazrmiomny and Ra indeed the 
shaping organs, but ZLeloay the first real Shape of music, 
瑞 armony and Rhythm are the blood，fesh，nerves and 
bones, with all the entrails, and like these when we look 
upon the fnished，living man，stay closed against the 
gazing eye;i Melody，on the other hand, is this finished 


Man himself just how he shews his body to our eye，In 


gazing on this man we view alone the supple shape, as 
expressed in 'the form-giving demarcations of the outward 
skin ; we linger on the most expressive aspect of this 
shape, in the features of his face ; and finally we pause 
before the eye the most life-full and commnunicative utter- 
ance of the whole man : who through this organ 一 which， 
in its turn，obtains its power-of-imparting solely from its 
quite universal faculty for taking up the utterances of the 
surrounding world 一 at once reveals the most convincingjy 
his inner soul， So is Melody the most perfect expression 
of the inner being of Mnusic and every true melody, con- 
ditioned by this inmost being，speaks also through that 
eye to us ; that eye which most expressively imparts to us 
this Inmost but always so that we see alone the Hashing 
of the pupil，and not the inner，in itself still formless 
organism in all its nakedness. 

When the Aoj2 invented melodqies, it proceeded like the 
natural bodily-man，who，by the instinctive exercise of 
Sexual functions，begets and brings forth Man ; this 
fnishedq Man，arrived at light of dqay，reveals himself at 
once by his outer stature : not first, forsooth, by his hidden 
_ inner organism。 Cxyeect 4xt still apprehended this Man 
by his outer stature alone, and strove to mould his faith- 
ful，lifelike counterfeit 一 at last in bronze and marble， 
CHpzzslzczzzt 妨 ，on the contrary，proceeded anatomically: 
it wanted to fhnd mans 5oxL it opened and cut up 
his body，and bared all that formless inner organism at 
which our gaze rebelled, because it neither is nor should 
be set there for the eye ID searching for the soul how- 


We here have a curious hint of Wagner's subsequent attitude toward 
Vivisection. 一 TR。 
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ever we had slain the body; in hunting for the source cf 
Life we had destroyed its utterance, and thus arrived 了 
nothing but dead entrails，which only in completely wza 一 
broken faculty of utterance could be at all conditionmemnts 
of Life， But the searched-for sox/ in truth，is nothin 它 
other than 1e .[ 几 。wherefore what remained ovem fr 
” (Christian anatomy to look upon, was only 一 Dea 雄 . 
Christianity had choked the organic impulse of the 
Folk's artistic life, its_ natural force of procreation : it bad 
hacked into its fesh，and with dualistic scissors had 
played havoc with even its artistic organism。 Community。 
in which alone the Folk's artistic force of procreation cama 
mount to the full power of perfect art-creation, belonged 
to Catholicism : only in solitude，where fractions of the 
Folk 一 far distant from the highways of associate life 一 
found themselves alone with Nature and each other was 
there preserved in its childlike simpleness and straitened 
indigence the Zos 上 et so avorelpy ingrown with 
了 oetry. 
If for the moment we turn aside from this， we see Music 
taking in the realm of cultured-art an amazing new de- 
velopment : from its anatomically disjoined，its inwardly 
_ slaughtered organism， we see 让 making for a new life- 
evolution by piecing together its severed organs and allow- 
”ing them to freshly coalesce. 一 In the Christian Church-song 
- 瑟 armony had independently matured itsel 思 .Its natural 
life-need now drove it of necessity to utterance as Melody ; 
.for that utterance, howeven it could not dispense with the 
. .hold on form and movement given bythe organ of Rhythm ; 
and this it took, as an arbitrary, more fancied than actual 
standard, from Dance， IThe new union could only be an 
artifcial one， Just as Poetry had been constructed by the 
rules which Aristotle had abstracted from the tragic poets， 
so must Music be dressed by scientihc canons and assump- 
tions， This was at the time when Me in Sooth, were to 
be made by scholarly recipes, and from chemical decoctions. 
Such a Man did bookish music endeavour to construct : 
LecpaNt5M Was to Set up Oxba1tz5Mt， OF else_ replace 让 
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Butb in truth，the restless mainspring of this mechanical 
inventiveness drove ever toward the genuine Man,the man 
who was to be re-erected from out the Compcecpp and thus was 
.fnally to wake to real organic life. 一 We here impinge upon 
the whole vast course of modern manhood s evolution ! 一 
But the man whom Music wished to erecb was really 
mnone other than jeloady ie, the moment of most dehnite,， 
most convincing utterance of her actual living, inner organ- 
ism。 The farther Music evolved， in this_ necessary long- 
ing to become a human being, the more decisively do we 
see the struggle for a plain melodic message wax into a 
Positively painful yearning ; and in the works of no musician 
do we see this yearning grow to Such a stress and powem 
as in the great Instrumental works of Zeelovez。 In these 
we marvel at the gigantic efforts of Mechanism longing to 
become a Man ; eftorts to resolve its every component Part 
into the fesh and blood of an actual living organism, and 


”through that to reach an unerring utterance as Melody. 


In this respect, the characteristic decisive course of our 
whole art-evolution shows out with Beethoven by far more 
genuinely than with our Opera-composers. These appre- 
hended Melody as something lying outside the realm of 
their art-production, as Something ready-made ; Melody, in 
whose organic generation they had taken absolutely no part 
they snatched from the mouth of the Folk, thus tearing 让 
loose from its Organism, and cpplteid it just according to 
their wayward whim, without ever being able to justify 让 
by anything but their own luxurious pleasure， If that 
Eolk's-melody was the outward Shape of man, then in a 
Sense the Opera-composers stripped this man of his skin 
and covered therewith a puppet，as though to give it a 
human look : but with it they could only aupe at most the 
civilised savages of our purblind opera-public. 

With Beethoven, on the contrary, we perceive the natural 
thrust of Life，to breed Melody from out mnusics inner 
Organism。 In his weightiest works, he by no means posits 
Melody as something ready in advance, but in a measure 
lets it be boxxp from Musics organs before our very eyes i he 


全 
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inducts us into this act of bearing, inasmuch as he sets 让 
before us in all its organic Necessity，But his most decisive 
message, at last given us by the master in his MCpytxUNt 0b2UL3o 
is the necessity he felt as LVxutiiap to throw himself into 
the arms of the Poet in order to compass the act of pcget- 
jb the true, the unfailingly real and redeeming Melody. 

To become a pxwMiiN bet118, Beethoven perforce must become 
0N EN1Z12 ie. a Social (CeMiezNSCMEJ) being, Subjected to the 
generic conditionments of ze MaNAy CNCQ 1e 2W00MCNL] -一 
What an earnest, deep and yearning brooding unveiled at 
last to the endless-gifted master the limpid melody where- 
.With he broke into the Poet's words :“Joy, thou fairest 
spark of Godhead !”(“ Fzexde scpONzeE7 COllezApNpet AI) 一 
With this Melody is solved withal the mystery of Music : 
We p1poz now, we have won the facujlty, to be zwz2Z cozp5CVOUS- 
NE&5Sy Organically-working artists. 一 

Let us linger now beside the weightiest point of our 
investigation，and let us take the “AZyzexde"”-melody of 
Beethoven for guide. 一 

The KZoLsomzeloidy at its rediscovery on the part of Culture. 
musicians, afforded us a twofold interest : that of joy in its 
native beauty where we met it undishgured in the Folk， 
-and that of inquiry into its inner organism。 The joy in it， 
speaking accurately, was bound to stay unfruitful for our 
art-production ; to imitate the form and content of this 
melody too, with any success, we should have had to restrict 
our movements within an art-variety similar to the Ao[eslzet 
itself ; nay， we Should ourselves have had to be Folk-artists 
in the strictest sense, in order to win the faculty for such 
an imitation。 We should thus have had 一 intrinsically 一 not 
to imitate it at all but as Folk ourselves, to invent 让 

In bondage to another sort of art-procedure 一 differing by 
.all the breadth of heaven from that of the Folk 一 we could . 
at best apply this melody in the crudest sense, and that 
amid surroundings and conditions which must necessarlly 
dishgure it， At bottom, the history of Operatic Music goes 
always back to thehistory of this melody alone ; a history in 
which according to certain laws like those of ebb and how， 
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the periods of taking up and re-taking up the Folksmelody 
alternate with periods of advancing and finally overwhelm- 
ing corruption and dishgurement thereof 人 .一 Those musicians 
who became the most painfully conscious of this evil attri- 
bute of the Folksmelody，when converted into Operatic 
Aria，saw themselves therefore driven with more or less 
Plainly felt necessity to take thought for the organic Be- 
gettal of Melody itself。 Ihe Opera-composer stood the 
nearest to the discovery of the needful process ; yet with 
zz of all others, it must inevitably fail, because he stood 
in an utterly false relation to the only fructifying element， 
that of Poetry ; because, in his unnatural and usurpatorial 
attitude, he had in a measure robbed that element of its 
begetting organs。 In his distorted attitude towards the 
Poet the Composer might try his hardest, but wherever the 
Feeling soared to the height of a melodic outpour he must 
bring with him his ready-made melody, because the Poet 
had 4 _zZxzoxz to adapt himself to the entire Joxmi in which 
that melody was to declare itself : this Form, moreoven had 
so imperious an inRuence over the shaping of the opera- 
melody, that in truth it prescribed its substantial Content 
as Well. 

Z]zs /ozX1t Was taken from the KoLpslzed-tune ; its outer- . 
most Shape，the change and reiteration of movement in 
rhythmic time-measures，was even borrowed from the 
Dance-tune, 一 which latter, however was originally one and 
fthe same thing as the Song-tune. This Form was merely 

varied in, but has itself remained the irremovable scaffold 
of the Opera-aria right down to the present day.， Within it 
alone was a melodic structure thinkable ; and naturally， 
this stayed always such a structure as was strictly governed 
by that scaffold in advance。 The musician，seeing that 
once he stepPed within this Form he could no longer invent 
but merely vary, was robbed in advance of all power for 
the organic generation of Melody ; for true Melody is, as 
we have seen, itself the utterance of an inner organism ; to 
arise organically, therefore, it must have Spabed 1oz zel1 1 放 
ZEN Z07M1t, and 3 form entirely adequate to explicitiy convey 
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its inner essence， On the other hand, the melody that was 
constructed from the Form,， could never be anything bt 
an imitation of the pristine melody which had first spokem 
in that selfsame form. With many opera-composers wr 
therefore see an endeavour to break this Form : yet such am 
attempt could only have proved artistically successful pro-- 
vided suitable new forms were found.。 Yet again, the_ new 
Form could only have been a genuine art-form, provided 让 
shewed itself as the explicit utterance of a specific musical 
Organism : bzupt eVEJI MUSUCGL 0121135MNE 15 DY] 32 NGN 一 2 
-200MGNL] it is merely a beaztMN2y and not a Ce&gettzxetr factor ; 
the begetting-force lies clean oxide 纺 and without fecund- 
ation by this force it positively cannot bear. 一 Here lies the 
whole secret of the barrenness of modern mnusic ! 

We have denoted Beethoven's artistic procedure in his 
weightiest Instrumental works as“our induction into the 
act of bearing Melody…” Let us keep well in view this 
characteristic fact, howevem that though oz zz Zpe jyopyeSS 
of his tone-piece, does the master set his full melody before 
us as a finished whole, yet this melody is to be subsumed 
as already fnished in the artist's mind .oa 1Ze bepz717l2702。 
丽 e merely broke at the outset the narrow FEorm, 一 that 
very Form against which the opera-composer had striven in 
vain, 一 he shattered it into its component parts, in order to 
unite them by organic creation into a new whole ; and this 
he did, by setting the component parts of different melodies 
in changeful contact with each other, as though to show 
the organic af 儿 nity of the seemingly most diverse of such 
parts，and therewith the prime a 印 nity of those different 


”The Opera-composer，who saw himself condemned in the Aria-form to 
an eternal barrenness，Sought a field for freer movement of his musical-expres- 
sion，and sought it in Reczlative。 Only,， this also was a settled form ; and 让 
the musician quitted that sheer rhetorical expression which is proper to Recita- 
tive, in order to let bloom the hower of keener feeling, he found the admission of 
Melody driving him back into the Aria-form。 If therefore， he avoided the 
Aria-form on principle，he could only stay glued to tbe sheer rhetoric of Reci- 
tative，without ever soaring UP to Melody ;except 一 mark well ! 一 where with 
noble self-oblivion he took into himselt the Poet's fertilising seed. 一 人 。 
WAGNER。 
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melodies themselves。 Beethoven but discloses to us here 
the inner organism of Absolute Music : his concern was, in 
3 Sense, to restore this organism from its mechanical state 
(dzesezz OFC1NU5MNUNS CUS CCN [ecHCNIB NE1EUNSLELLeNt) to vindi- 
cate its inner life, and to show it at its livingest in the very 
-act of Bearing. But what he employed to fertilise this 
organism，was still the Absolute Melody ; he thus put life 
into this organism only so far as he practzsed 2 31 Deazt1NGr 
一 So to say 一 and indeed, let it xe-bear an already fnished 
melody。 Precisely through that process, howevem he found 
”himseltf driven on to supply this musical organism，now 
freshly quickened into bearing-powem with the fecundating 
Seed as well ; and this he took from the Poets power of 
begetting， Ear as he was from any zsthetic experimenting， 
yet Beethoven, here taking up unconsciously the spirit of 
Our Whole artistic evolution, could not go to work otherwise 
than speculatively, in a certain sense， He himself had by 
no_ means been Spurred to instinctive creation by the be- 
getting Thought of a Poet，but in his desire for Mnusic- 
bearing he had looked around him for the Poet， Thus 
even his“ Ayexde -melody does not as yet appear invented 
for, or through, the Poet s verse, but merely conceived with 
an eye to Schillers poem after an incitation by its general 
contents， First where, in the progress of this poem，Beet- 
hoven is worked-up by its contents into a dramatic direct- 
nesst do we see his melodic combinations springing ever 
more defnitely from the diction also; so that at last the 
unprecedented many-sidedness of his musics 了 上 xpression 
answers to the highest sense, at any rate, both of the poem 
and its wording ; and with such directness, that the mnusic， 
once divorced from the poem, would appear to us no longer 
fthinkable or comprehensible. 

This is the point where we see the results of our zesthetic 
inquiry into the organism of the olpxlzed confirmed with 
”Startling plainness by an artistic Deed.，Just as the living 


* IT may direct especial notice to the “Seid umschlungen Millionen 1”and 
thbe union of that theme with the“ Freude，schbner Gotterfunken 1 in order 
to make my meaning Plain, 一 了 WAGNER。 
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Folk s-melody is inseparable from the living Folk's-poem, at . 
pain of organic death, so can Music's organism never bear 
the true, the living Melody, except it first be fecundated by 
the Poets Thought. Music is the bearing woman, the Poet 
the begetteri and Musichad therefore reached the pinnacle of 
madness when she wanted, not only to beapn but also to pepz 


LVzstc 好 C 200100IN。 

The nature of Woman is Lve but this love is a zxecezVzUer 
(empfangende)，and in receival (CNip1CNENI53) an unre- 
Servediy 5zwxzyeNd2ezt1p love. 

Woman first gains her full individuality in the moment 
of surrender. She is the Undine who glides soulless through 
the waves of her native _ element, till she receives her soul 
through love of a man， The look of innocence in a woman's 
eye is the endlessly pellucid mirror in which the man can 
only sec the general faculty for love, till he is able to see 
in it the likeness of himsel 人 When he has recognised him- 
self therein, then also is the woman s all-faculty condensed 
into one strenuous necessity，to_ love him with the all- 
dominant fervour of full surrender. 

The true woman loves unconditionally, because she MUSZ 
.She has no choice, excepting where she does not love， But 
Where she must love, there she experiences a vast cO1S1IAtztIzZ 
(Zwang), which withal develops for the frst time her 72 
This Will, which rebels against that constraint, is the first 
and mightiest stirring (Regwxep) of the individuality of the 
beloved object ; and, taken up by sympathy into the woman， 
it is that individuality which has gifted her with Will and 
Individuality.+ “This is the honourable 加 zae (Stolz) of 
woman，3a Pride that comes solely from the force of the 

”Here again we have an interesting，and unconscious， ee with the 

philosophy of Schopenhauer. 一 TR. 


站 “Dieser Wille，der sich gegen den Zwang aufehnt，ist die erste und 
maichtigste Regung der Individualitat des _geliebten Gegenstandes, die， durch 


das Empfingniss in das Weib gedrungen，es selbst mit Individualitat und 


Wilen begabt hat, 
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individuality that has won her and constrains her with aitl 

the exigence (Wot1b) of Love， For sake of the cherished 
boon she strives against the constraint of Love itself untilL 
beneath the all-dominance of this constraint，she learns 
that both it and her own pride are but the energising of 
the individuality which she has taken up ; that Love and 
the beloved object are one，that without them she has 
neither force nor will that from the instant when she hirst 
felt pride she was already conquered (zexzizczte)， The 
Plain avowal of this conquest is then the effective offering 
of woman's last surrender : her pride ascends with con- 
sciousness into that only thing which she can sense，can 
feel，can think 一 nay，what she 2 一 into love 人 for 15k ome 
man. 一 

A woman who loves not with this pride of srrenden 
truly does not love at all， But a woman who does not love 
at all is the most odious, most unworthy spectacle in the 
world. Let us adduce the characteristic types of such 
-ladies ! 

Some one has very appropriately called the modern 
ZlzlzaNpt opera-music 3a zaNzt0oNt.、 人 A courtezan may pride 
herself on always remaining her self ; she never steps out- 

side herself never Sacrifices herself but when she wishes for 
.either pleasure or proft in return, and in this case she only 
offers to the joys of others that portion of her being which 
she can lightly enough dispose of since it has become an 
Object of her own caprice， In the embraces of the courtezan 
the Woman is never present but only a portion of her 
Physical organism : from love she reaps no individuality， 
but gives herself in general to the general world， Thus 
the wanton is an undeveloped, wasted woman : yet she at 
least fulhils the physical functions of the female sex，by 
which we can Still 一 albeit with regret 一 detect thbe Woman 
in her. 

ZeNcp opera-music Passes rightly for a coyzxette， The 
Coquette adores to be admired, nay even loved : but her 
Peculiar joy at being admired and loved she can only taste， 
Providing she herself be snared by neither love nor admira- 
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tion for the object she inspires with each。 The profit she 
seeks is delight in herself satisfaction of her vanity : the 
Whole enjoyment of her life lies in being admired and 
loved ，and this would be instantliy disturbed，were she 
herself to feel either love or admiration for another Were 
she in love，she would be robbed of her self-enjoyment ; 
for in Love she must necessarily forget herself and make 
surrender to the distressful，often suicidal enjoyment of 
another， From nothing，therefore，does the coquette so 
guard herself as from Love' in order to preserve untouched 
the only thing she loves 一 to wit her Self; that being which 
-yet gains its force of tempting, its practised individuality， 
from the love-approach of Man alone ; from whom the 
coquette thus withholds his own possession。 Wherefore 
the coquette loves from thievish 了 goism，and her vital 
force is icy coldness.。 In pey the nature of Woman is per- 
verted to its odious opposite ; from her chilling smile, which 
-only mirrors back our broken likeness we turn mayhap， in 
desperation, to the Italian wanton. 

But there is still another type of unsexed dames, a type 
that flls us with the utmost horror : this is the Zrzxide， as 
Which the so-called“ German ”opera-mnusic must pass for 
us. 一 [It MiCy happen to the courtezan, that the caresses of 
some ardent youth shal suddenly awake in her the 
sacrifhcial glow of Love 一 as Witness the God and the 
Bayadere ! 一 ; it may faltl out that the coquette，who is 
always playing at love, shall one day fhnd herself the victim 
of this game, and caught, for all the battlings of her vanity， 
in a net where she now bewails with tears the losing of her 
will But never will this beauteous human lot befall the 


* By German "Opera TI naturally do not mean the Opera of Weber but 
that modern phantasm of which people speak the more, the less is it realiy 
forthcoming, 一 just like the German Realm ”(day “dexi1rcpe Retzcp  )。 The 
speciality of this Opera consists in its being a laboured fabrication of the 
modern German composers Who do not arrive at setting French or Italian 
texts 一 the only thing that hinders thbem from writing French or Italian operas， 
but which affords them,， in return, the proud consolation of bringing somethbing 
quite specihc and select to light，since they xdezislC1NG Lazpitc 530 12CA peptC7- 
fthan the Italians or thbe French, 一 人 WAGNER。 
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woman who guards her spotlessness with the fanaticism of 
orthodox belief 一 the woman whose virtue consists in 
lovelessness on principle。 The prude has been brought up 
in all the _ regulations of decorum, and from earliest youth 
has heard the word“1love ”pronounced with a futter of 
uneasiness、 Her heart flled with Dogma, she steps into 
the world, looks coyly round her, perceives the courtezan 
and the coquette，sSmites her pious breast, and cries :“ 工 
thank thee，Lord, that I am not as these 人 一 Her 1ife- 
force is Decorum, her only will the denial of love, which 
she knows no else than in the likeness of the courtezan 
and the coquette， Her virtue is the avoiding of crime, her 
works unfruitfulness, her soul the pride of insolence. 一 And 
yet how near is this woman, of all others, to the most dis- 
gusting fall! In her bigoted heart there stirs no love, but 
in her ambushed hesh a vulgar lust， We know the 
Conventicles of the self-righteous，the respectable towns . 
where bloomed the fower of the“saints"!1s We have 
seen the prude fall headlong into all the vices of her 
French and Italian sisters, 一 only，still further tainted by 
the arch-vice of hypocrisy, and alas without one glimmer 
of originality 一 

Let us _ turn from this revolting sight，and ask : What 
kind of woman must 1yzzwe MtUStc be ? 

A woman Zpo yeally /07ey， Who sets her virtue in .her 
2jzde，her pride，however in her acxz1fce ”that sacrifhice 
whereby she surrenders, not ope joyxtzozt of her being，bnut 
pex z00pole getMNtg in the amplest fulness of its facujlty 一 when 


4 Muckerei. "一 It will be remembered that Wagner was Music-director at 
the theatre of 及 bnigsberg (Prussia) in the year I836， Now, it so happened that 
in 1835 there had been commenced a legal prosecution of the“ Muckers,the 
trial continuinog till 1842。 This sect bad been founded by J. W, Ebel, afollower 
of the theosophist, J. 开 . Scb5nbherr, and included mauy dames of high degree， 
The “Muckers””(T believe the title was a hickname) were accused ofimmoral 
Practices carried on under the cloak of religion, and the trial ended by Ebels 
removal from bis post， After his death in I861， however 一 i.e、ten years after 
the writing of Opey zw1Nd Dyza1ma 一 an independent examination of the evidence 
Went to Show that these accusations were unfounded, andq that the trial had 
been _ conducted with gross injustice. 一 See Aheyezg 帮 o1pVe1ra110115-DCexX3Z01N 一 
工 RX。 
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she wmeeiper。 But in joy and gladness to beay the thing 
conceived, this is 1e ded of Woman, 一 and to work deeds 
the woman only needs 1 pe ezt1tyety zhpat Se 好 but in no 
Way 10o zi something ; for she can will but one thing 一 思 
be 6 7z00MCN /To man，therefore，wWoman is the ever 


elear and cognisable measure of natural infallibility， 


《zt1yzNpVtcZpetz1j，for she is at her perfectest when she 
never quits the sphere of beautiful Instinctiveness (CIzz- 
2020LE0zlicppet1j)，to Which she is banned by .that which 
alone can bless her being, 一 by the Necessity of Love. 

And here, again, I point you to the glorious mnusician 
in whom Mnusic was all that in a human being she ever 
can be, if in all the 名 lness of her essence she is to stay 
”precisely Mauisti 'and nothing else but mnusic， Look on 
Losaxtl /一 Was he haply a lesser musician because he was 
-Musician out-and-out， because he could not, would notb be 
anything other tbhan 人 xpstzczcz P Take his“Don Juan”! 
Where else has music won so infhnitely rich an Indqividu- 
ality， been able to characterise so surely, so defhniteljy and 
in such plenteous fill as here 一 where the Musician, by the 
Very nature of his art，was in no whit other than an 
unconditionally-loving Woman ? 


一 et let us halt，and precisely here, to put ourselves 
the searching question ; 117po then must be 1e Me whom 
this Woman is to love so unreservedly ?》. Before we give 
away this woman's love, let us well ponder whether the 
”counter-love of the Man is something haply to be got by 
-begging，or something that he also xpesds for his redemption.。 
Let us closely view Ze Poel / 
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TRANSLATOR'S NOTBR 


| HEN LESSING laboured in his“ Laoc8on” 
to _ discover and map out the bounds of 
Poetry and Painting, he had in his eye that 
poetry which was already mere description 
(czzdexez)。 He starts from lines of com- 
parison and demarcation which he draws between the 
plastic _ group portraying the scene of Laocbon's death- 
struggle，and that description of the same scene as 
Sketched by Virgil in his “下 neid”an epos Written for 
dumb reading。 Though in the course of his inquiry Lessing 
touches on Sophocles，again he has only in mind the 
literary Sophocles, such as alone exists Joz ww ， om if he 
takes into his purview the poet's Tragic Artwork in all its 


life of actual performance，he instinctively places it outside 


any comparison with the works of Sculpture or Painting : 
since not the living ITragic Artwork is bounded as against 
these Plastic arts，but exe，compared with Wap find in 
their Straitened natures their neceSsary bounds， Wherever 
Lessing sets up limits and boundaries for Poetry, he does 
not mean the damitic 4xtzuoz2 directly brought beforethe 
Senses by physical performance, that Artwork which sums 
in itself each factor of the plastic arts, in highest potence 
such as it alone can reach，and by its power has first 
brought to these their higher potentiality of artistic life ; 
but he means the exiguous phantom of this Artwork, the 
narrating，depicting，literary poem，appealing to the im- 
agination and not the senses 一 the form in which that force 
of imagination has been turned into the virtual performem 
toward which the poem merely acts as stimulus. 

Such an zt21ctal art，tis true, can only produce an effect 
at all by the exactest observance of boundaries and limits， 
Since She must be ever on her watch to guard the unlimited 
force of imagination 一 which has here to play the performers 
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role zz jcce of pex 一 from any bewildering digression, and 
thus to guide it to the one fxed point at which she can 
display her purposed object as dehnitely and distinctiy as 
Possible。 But it is to the force of imagination alone, that 
all the egoistically severed arts address themselves;i and 
especially the Plastic art, which can only bring into play 
the weightiest moment of Art namely Motzoxz, by appealing 
to the Phantasy。 All these arts Meyelpy SU822SL 。， an GCCULGL 
Zejp7e5eNztl1a1i0Npt Would to them be possible only could they 
parley with the _ universality of man's artistic receptivity， 
could they address his entire sentient (52MNMNLtclpez) organism， 
and not his force of imagination ; for the true Artwork can 
onjly be engendered by an advance from imagination into 
actuality, ie. physicality (9z7tztlzcZpezD， 

Lessing's honest endeavour to map onut the boundaries 
of those severed art-varieties, which can no longer directly 
represent but merely fgure (scpzldexzNpj is foolishly misun- 
derstood to-day by those to whom the huge difference 
between those cx 好 and the oze zexzlcpLe 4xzt remains a thing 
incomprehensible。 Inasmuch as they keep before their eye 
these separate art-varieties alone，all powerless in them- 
selves for a _ direct impersonation, they naturally can only 
assign to each of these arts 一 and thus (as they must deem) 
to Art in general 一 the task of overcoming zz12 CE Le 
i2Z5LU1Oa1Nce 05 1o551DLe the di 印 culty of giving the force of 
imagination a frm leverage in their NecxxtUpg、 To pecajp 
ZZe Mea11i of this their fguring, can only confuse the Figur- 
ing itself{ 一 with which I quite agree 一 and by distressing or 
distracting the Phantasy through the presentation of dis- 
parate means，can only turn it from a full grasp of the 
Object 


Zouxzzty of the art-variety is therefore the hrst requisite 
for its comprehensibility, whereas an Loy (Mischung) from 
other art-varieties can only foul this comprehensibility. 
In fact we can imagine nothing more bewildering, than if 
the Paintem for instance, Should want to show his Subject 
in motion such as can be depicted by the Poet alone ; the 
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acme of repulsiveness, however we find in a painting where 
the poet's verses are written as issuing from some person's 
mouth， When the Musician 一 Le. the absolute musician 一 
attempts to paint，he brings-about neither music nor 3 
painting ; but if he wanted to accompany with his music 
the inspection of an actual painting, then he might be quite 
-Sure that no one would understand either the painting or 
his music.。 He who can only conceive the combination of 
all the arts into the Artwork as though one meant, for ex- 
ample, that in a picture-gallery and amidst a row of statucs 
a romance of Goethe's should be read aloud while a 
Symphony of Beethoven's was being played,* such a man 
does rightly enough to insist upon the sevexaMce of the arts 
and to wish each unit left to help itself to the Plainest 
possible depicting of its subject in its own way.。 But that 
our modern zestheticians [orig. ed.“ State-zstheticians ] 
should rank We Dramec also as an art-VCztetj and as Such 
assign it to the Poet for his special property in the sense 
that the blending with it of another art, like that of Mnusic 
would need abjology but could by no means gain acquittal 
一 this is to draw from Lessing's dehinition a conclusion for 
which there is not one trace of support in' the original. 
These people, however see in Drama nothing but a Oxztazzclp of 
Litexatwxe2, a Species of poesy such as the romance or didactic 
poem ; only with this difference, that,instead ofbeing merely 
read, it is to be learnt by rote by several persons, declaimed， 
accompanied with gestures，and lit up by the footlights. 
To be sure, to the stage-performance of a literary-drama its 
musical embellishment would bear almost the same rela- 
tion as though it were executed in presence of an easel-ed 
painting，and therefore the so-called Melodrama has been 
branded as a gsnre of most pernicious medley， But tnis 
se This is really how certain childish-clever litterateurs [orig. ed. “Court- 
litterateurs ] conceive what TI have denoted “tbe united artwork,， when 
they think necessary to regard it as achaotic jumbling ”of all the arts。 
Moreover a Saxon critic sees good to treat my appeal to ztNLUCApezl as 8rosS 
4 sensualism,” Whereby he naturally wishes to convey tbe“justs of the bely, 


一 One can only explain the imbecility of these gsthetes， by their deliberate 
mendacity. 一 了，WAGNER， 
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drama, the only one our literarians have in mind, is just as 
little a true Drama as a clavicpoztV es is an orchestra to say 
nothing of a troupe of singers， The literary drama owes 
its origin to the same egoistic spirit of our general art-de- 
velopment as does the clavichord, and by the jlatter will 工 
endeavour to make Plain this course in brief. 
The oldest，truest，most beautiful organ of music the 
organ to which alone our music owes its being，is the 
Az7Mia1t Z0Oze。 The most naturally was it counterfeited by 
the z01NG3ISIIWUMUEN8 and this again by the 5t1yzz12EG 31253171- 
7zC1l 。 the Symphonic concord of an orchestra of wind and 
strings，again，was counterfeited by the Oxgcp ，the un- 
weildy Organ, in its turn，was replaced by the handy clavi- 
chord. The most noticeable thing in this march of events， 
from the primal organ of the human voice to the clavichord， 
is the sinking of mnusic to an ever greater lack of 下 xpression， 
TIhe instruments of the orchestra, though they had already 
lost the articulations (9pxiCcjpLatz 人 of the human voice， 
Were Still able to su 印 ciently counterfeit the human tone, 
in its endless variety and lively alternation of expressional 
Power ; the organ-pipes could only retain this tone in 
respect of its Time-duration, but no longer of its change- 
able 了 xpression ; till at last the clavichord merely hinted 
at this tone itseljf and left its actual body to be thought- 
out by the ears imagination.。 Thus in the clavichord we 


have an instrument which does nothing more than Celzzzeaije 


Imusic. 

But how came it，that the musician fnally contented 
himself with a toneless instrument ” From no other ground 
than a desire to make music for himself zloxze, without any 
mutual aid from others。 The human voice, which intrinsi- 
cally requires the use of Speech, to pronounce itself melodi- 
cally, is cz zNitzViCraly only the concurrence of several such 

”“A violin played to the pianoforte blends as little with the latter instrument， 
8&s Would music played to a literary-drama. 一 人 .WAGNER. 一 In this connection 
TI have preferred，in the body of the text，the word “clavichord ” (for 
4 KLzzie 和 ”)，as the modern “pianoforte” would be an anachronism in the 


folowing paragraph ; whereas the older term is general enough to cover thbhe 
”bhole ground, both ancient and modern. 一 TR。 
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Individual can produce symphonic harmony. The wind 
and stringed instruments stood _ near the human voice in 
this degree, that they alike retained that individual char- 
acten whereby each of them possessed a dehnite，how- 
ever richly modulable a colour，and for the production 


of harmonic effects they were 1likewise forced to work 


together， In the Christian Organ all these living individu- 
alities were already ranged into a register of dead pipes， 
-which raised their mechanical voices to the glory of God at 
the masterful key-tread of the one and indivisible per- 
former.、 On the clavichord at 1ast the virtuoso，without 
so much as the help of another (the organ-player had still 
required a bellows-blower), could set a mnultitude of ham- 
mers a-clattering to his private glory;i for the hearer， 
deprived of all delight from music's ioxze, was only left the 
entertainment * of bewondering the keyboard-hitters skillL 
”一 Assuredly, our whole Modern Art is like the clavichord : 
in it each unit does the work of a community，but alasl in 


bare xbstyacto and with an utter dearth of tone。， Hammers 


一 but no Men 一 

From the standpoint of the clavichord + let us follow back 
the Literary-drama, whose doors our zzsthetes bar with such 
puritanic pride against the noble breath of Musici let us 
follow it back to the origin of this clavichord 一 and what do 
we fnd? Weftnd at last the living ztozpe oy NtUMiCN 3jeec 包 
which is one and the same with ZWe 5zNpNE 1oNpe and with- 
out which we should have known neither clavichord nor 
Literary-drama。 

“Our author has here made a tiny variation 二 the original edition，by 
substituting “Deacpilazig ”for “4Mp25eetzp ”evidently in his scrupalous 
care to avoid non-German words wherever possible. 一 TR。 

+ To meit is truly not without significance，tbat the ver pianoforte-player 
Who in modern days has shewn us thbhe highest summit of virtuosodom, in every 
aspect, that the wonder-worker of the pianoforte，Zxzrz is at present turnoing 


with such momentous energy to the sounding (16zzexzde) orchestra, and, as it were 
bpyzotkp this orchestra, to the living human voice itselK 一 人。WAGNER。 


工人 


1HE MODERN DRAMA has a twofold origin : 
3 引 the one a natural, and peculiar to our historic 
evolution, namely We Romace, 一 the other an 
alien, and grafted on our' evolution by reflec- 
tion, namely the Gyreep Drama as looked at 
through the misunderstood rules of Aristotle. 

.The real kernel of all our poesy may be found in the 
Romance， In their endeavour to make this kernel as 
tasty as possible, our poets have repeatedly had recourse 
to a closer or more distant imitation of the Greek Drama. 一 

The topmost fower of that Drama which sprang directly 
_from Romance, we have in the plays of .papesjeaxe in the 
farthest removal from this Drama, we hind its diametrical 
opposite in the“Tragkdie”of Recczze， Between these two 
extremes Our whole remaining dramatic jliterature SwWays 
undecided to and fro， In order to apprehend the exact 
character of this wavering, we must look a little closer into 
the natural origin of our Drama。 


Searching the history of the world, since the decay of 
Grecian art for an artistic period of which we may justly 
feel proud, we find that period in the so-called “Renais- 
Sance，a name we give to the termination of the Middle 
Ages and the commencement of a new era。 责 ere the inner 
man is struggling, with a veritable giant s force, to utter 
himself。 The whole ferment of that wondrous mixture, of 

Germanic individual Hero-dom with the spirit of Roman- 


”This chapter，with the exception of its last paragraph but one, formed the 
first of the “three articles ”mentioned in Wagner's jetter of February :5T to 
Uhlig。 It appeared in the March number of the Dexutlrcpe hboztaprxcpzt1z for 
that year, under the title““Ueber moderne dramatische Dichtkunst”and with & 
footnote to the effect that 让 was “from &a larger work by the author,， 


presentiy to appear.7” 
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Catholicising Christendom， js thrusting from_ within out- 
_Wards, as though in the externalising of its essence to rid 
itself of indissoluble inner scruples， 卫 verywhere this thrust 
evinced itself as a passion for delineation of surface (ScpzZ- 
devwne), and nothing more; for no man can give himself 
implicitly and wholly， unless he be at one within.， But this 

the artist of the Renaissance was not; he only seized the 
outer surface, to flee from his inner discord， Though this 
bent proclaimed itself most palpably in the direction of the 
as1ic a115, yet it is no less visible in poetzy，Only, we must 
bear in mind that, whereas Painting had addressed itself 
to a faithful delineation of the living man，Poetry was 

already turning from this mere delineation to his yx2pzesyez 亡 
_Wteptl (Darstellung)，and that by stepping forward fromn 
”了 Romance to Drama. 

The poetry of the Middle Ages had already brought 
”forth the Narrative poem and developed it to its highest 


”pitch，TIThis poem described men's doings and undergoings， 


and their sum of moving incident in much the same way 
as the painter bestirred himself to present the characteristic 
moments of such actions， But the field of the poet who 
waived all living, direct portrayal of his Action by real men， 
Was as unbounded ashis reader s or hearers force of imagin- 
ation, to which alone he appealed， In this held he felt the 
more tempted into extravagant_ combinations of incidents 
and locajlities, as his vision embraced an ever wider horizon 
of outward actions going on around :him, of .actions born 
from the very Spirit of that adventurous age。 Man, at vari- 
ance with himself and seeking in art-production a refuge 
from his inward strife 一 just as he had earlier soughtin vain 
to heal this strife itself by means of art * 一 felt no 2rgence 

to speak out a deftinite so7ielptz71pg of his inner being，but 

rather to go a-hunting for this Something in the world 

outside， In a sense he dissipated his inner thoughts, by an 

altogether wayward dealing with everything brought hinn 

from the outer world ; and the more motley he could make 

his mixture of these diverse shows, the surer might he hope 

4 We need only recall the genuine Christian poetry. 一 人。WAGNER。 
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to reach his instinctive goal of inward dissipation， The 
master of this charming art，but re 人 ft of any inwardness， 
of any hold on soul, 一 was 4Lxzosto. 

But the less these shimmering pictures of Phantasy were 
able，after many a monstrous divagation，to distract in 
turn the inner man ; and the more this man, beneath the 
weight of political and religious deeds of violence, found 
himself driven by his inner nature to an energetic counter- 
thrust : So much the Plainer，in the class of poetry now 
under notice, do we see his struggle to _ become master of 
the mnultifarious stuff from within outwards，to give his 
fashionings a frm-set centre, and to take this centre, this 
axis of his art-work, from his own beholdings* from his 
frm-set will-ing of Something in which his inner being 
may speak out This Something is the matrix of the 
newer age, the condensing + of the individual essence to a 
defnite artistic Will. Erom the vast mass of outward 
matters，which theretofore could never shew themselves 
diversifed enough to Please the poet the component parts 
are Sorted into groups akin ; the multiple points of action 
are condensed into a definite character-drawing of the 
transactors. Of what unspeakable weight it is，for any 
inquiry into the nature of Arb that this inner urgence of 
the Poet, such as we may see before our very eyes, could 
at last content itself with nothing but reaching the plainest 
utterance through direct portrayal to the senses: in one 
Word,， Zal We roMti1ce peca1Nte 2 CIaMC This mastery of 
the outward stuf 包 So as to shew the inner view of the 
essence of that stu 化 could only be brought to a Successful 
issue by setting the subject itself before the senses in all 


4 4 Aus der eigenen Anschauung.” In this ZebexzyCjpyicZCUUME Which we 
shall meet often enough in the folljowing pages，we have a good old German 
compound，current for God knows how long, and in“view of life ”an equally 
”ancient 上 nglish term，both of which cover the whole ground 一 and more 一 of 
the much-vaunted“'criticism of life ”which Matthew Arnold and his disciples 
have run to death. 一 工 R。 

+ 2rdicpilau1g again as the essence of DUAjopMbg (poetry) 一 See footnote to 
Vol. 多，p。92，&c. 一 TR。 
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the persuasiveness of actuality; and this was to be achieved 
in Drama and nothing else. 

With fullest necessity did SA DrazMiC spring 
from Life and our historic evolution : his creation was just 
as much conditioned by the nature of our poetic art as the 
Drama of the Future, in strict keeping with its nature, will 
be born from the satisfaction of'a need which Shakespearian 
Drama has aroused but not yet stilled. 

.Spapespeaye 一 of whom we here must always think as in 
-company with his forerunners，and only as their chief 一 
condensed the narrative Romance into the Drama, inas- 
much as he translated it, so to Say, for performance on the 
stage._ Human actions，erewhile merely figured by the 
narrative talk of poesy, he now gave to actual talking men 
to bring before both eye and ear 一 to men who, so long as 
the performance lasted, identifed themselves in look and 
bearing with the to-be-represented persons of the romance. 
For this he found a stage and actors, who till then had 
hidden from the Poet's eye 一 like a subterranean streamn of 
genuine Eolk s-artwork, fowing secretly，yet fowing ever， 
一 butb now that Want compelled him to their hinding，were 
discovered swiftly by his yearning gaze， The character- 
istic of this Eolk-stage, howevem 1lay in that the NtUpN2tN2lCVS 鱼 
addressed themselves 加 1e eye, and intentionally, almost 
solely to the eyej whence their distinctive name， Their 
.performances，being given in open Places before a wide- 
stretched throng, could produce effect by almost nothing 
but gesture ; and by gesture only actions can be rendered 
.jaz1Nl， but not 一 if speech is lacking 一 the inner motives of 
such acftions : so that the Play of these performers, by its 
Very nature, bristled with just as grotesque and wholesale 


“cpaxspieler "一 to lay stress on the“' .9cpaxp ”(Showj， as Wagner has 
done by this mode of printing the word，I can fnd no better term than 
“mummers， which at least conveys the idea in a negative fashion ( mum 7”)。 
We have kept the idca in “Showman,”but whereas the Germans have 
retainedq the old expression with a new meaning，we have borrowed our 
4 actors ”from the Latin。 In this sentence our author also employs the com- 
pound “Folksschaubltihbne ”和 but Folk 's-ypozo-stage”would be a little too 
cumbrous, 一 工 。 
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odds and ends of Action, as the romance whose scrappy 
Pilethora of Stu 人 (sexsjyexle zepio1gpetg) the Poet was 
labouring to compress，。， Ihe poet who looked towards 
this Folk's-play，could not but see that for want of an 
intelligible speech it was driven into a monstrous plethora 
of action ; Precisely as the narrative 了 Romancist was driven 
thither，by his inability to actually display his talked-of 
Persons and their haps。 He needs must cry to these 
mummers :“Give me your stage; TI give you my speech ; 
and so we both are Suited ! 

In favour of Drama, we see the poet narrowing-down the 
Folk-stage to the ITheatre， 下 上 xactly as the Action itselft 
through a clear exbosition of the motives that called it forth， 
must be compressed into its weightiest defnite moments : So 
did the necessitybecome evident, to compress the show-place 
also ; and chiefy out of regard for the spectators，who now 
were not merely to see，but alike to plainly hear。、 To- 
gether with its effect upon the space, this curtailment had 
also to extend to the time-duration, of the dramatic play. 
The Mystery-stage of the Middle Ages, set up in spreading 
felds, in streets or open Places of the towns, offered the 
assembled populace an entertainment lasting all day long， 
nay 一 as We even still may see 一 for several days on end : 
whole histories, the complete adventures of a lifetime, were 
represented ; from these the constant ebb and how of 
lookers-on might choose，according to their fancy，what 
most they cared to see， 9uch a performance formed a 
fitting pendant to the monstrously discursive Histories 
(ZEzstoxzez) of the Middle Ages themselves : just as mask- 
like in their dearth of character，in their lack of any 
individual stir of life, just as wooden and rough-hewn were 
the much-doing persons of these 也 istories pe-xyecZ& as were 
the players of those pepeld.、 EFor the same reasons that 
moved the poet to narrow down the Action and the Show- 
Place, he had therefore to curtail the Time-length of per- 
formance also, since he wanted to bring to his spectators， 
no _ longer fragments，but a self-included whole; so that 
he took his spectators Power of giving_ continuous and 
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_undivided attention to a fascinating subject，when set 
before him, as the measure for the length of that perform- 
ance， An artwork which merely appeals to Phantasy, like 
the be-read romance, may lightly break the current of its 
Inessage ; Since Phantasy is of so wayward a nature, that 
it hearkens to no other laws than those of whimsy chance. 
But that which steps before the senses, and would address 
them with persuasive，unmistakable distinctness，has not 
only to trim itself according to the quality, faculty and 
naturally bounded vigour of those senses，but to shew 
itself complete from top to toe, from _ beginning to end : 让 
it would not, through sudden break or incompleteness of 
its exposition, appeal once more for needqful supplementing 
to the Phantasy, to the very factor it had quitted for the 
Senses. 

Upon this narrowed stage one thing alone remained 
still left entirely to Phantasy, 一 1e demzomp3ytyziatzot OF Ze 
5ceNe itself wherein to frame the performers conformably 
”With the local requirements of the action。 Carpets hung 
the stage around ; an easily shifted writing on a notice- 
board informed the spectator what Place, whether palace 
Of Street, forest or field, was to be 1oxeNpl o as the Scene. 
Through this one compulsory appeal to Phantasy，un- 
avoidable by the stage-craft of those days, a door in tbe 
drama remained open to the motley-stufted Romance and 
the much-doing History， As the poeb hitherto busied 
only with a speaking,bodily representation of the Romance， 
did not yet feel the necessity of a naturalistic represent- 
ment of the surrounding Scene as well neither could he 
experience the necessity of compressing the Action, to be 
represented, into a still more dehnite circumscription of its 
leading moments， We here see plain as day how it is 
Necessity alone that drives the artist toward a perfect 
shaping of the artwork ; the artistic necessity that deter- 
mines him to turn from Phantasy to Sense, to assist the 
indefhnite force of fancy to a sure，intelligent operation 
through the senses， This necessity which shapes all Art， 
which alone can satisfy the artist's strivings, comes to us 

I 
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solely from the deftiniteness of a universally sentient in- 
tuition (2&NtVUEYSCLL 31172120UCNCNA LNSCpaUUNB) : 放 we render 
complete justice to all its claims, then it drives us withal 
to the completest art-creation。 Shakespeare, who did not 
yet experience this one necessity, of a_ naturalistic repre- 
sentment of the scenic surroundings, and therefore only so 
far sifted and compressed the redundance of his Dramatised 
-及 omance as he was bidden-to by the necessity he did 
experience 一 to wit of narrowing the show-place，and 
curtailing the time-length，of an Action represented by 
men of hesh and blood, 一 Shakespeare，who within these 
limits quickened History and Romance into So persuasive， 
so characteristic a truth, that he shewed us human beings 
with individualities so manifold and drastic as never a poet 
before, 一 this Shakespeare nevertheless, through his dramas 
being not yet shaped by that single aforesaid necessity， 
has been the cause and starting-point of an unparalleled 
confusion in dramatic art for over two centuries, and down 
to the present day. 

In the Shakespearian Drama the Romance and the 
loose-joined 也 istory had been left a door as I have ex- 
pressed it by which they might go in and out at pleasure : 
this open door was the relinquishing to Phantasy the 
representment of the Scene We shall see that the conse- 
quent confusion increased in exact degree as that door 
Was relentlessly * shut from the other side, and as the felt 
dehciency of Scene，in turn，drove people into arbitrary 
deeds of violence against the living Drama。 


Amongst the so-called 人 Romanic nations of Europe, with. 
Whom the adventurehunting of the 及 omance 一 which 
.tumbled every Germanic and Romanic element into one 
mass of wild confusion 一 had raged_ the maddest，this 
了 Romance had also_ become the most ill-suited for drama- 

a In the Detxpfpche hfopaprrcpzt12 auf das brutalste, 一 TR，。 
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tising， The stress to seize the motley utterances of earlier 
fantastic whim, and shape them by the strenuous inward- 
ness of human nature into Plain and dehinite show，was 
only exhibited in any marked degree by the Germanic 
nations，who made into their deed of Protestance the 
inward war of conscience against tormenting outward 
prescripts， 工 he Romanic nations, who outwardly remained 
beneath the Catholic yoke，clove steadfastly to the line 
along which they had Hed before the irreconcilable inward 
strife, in order to distract from without 一 as TI have above 
expressed mysel 人 一 their inward thoughts， Plastic art, and 
an art-of-poetry which 一 as descriptive 一 was kindred to the 
Plastic, if not in utterance，yet in essence : these are the 
arts, externally distracting， diverting， and engaging, peculiar 
to these nations. 

The educated Frenchman and Italian turned his back 
upon his native FEolk s-play*; in its raw simplicity and 
formlessness it recalled to him the whole chaos of the 
Middle Ages, which he had just been 1labouring to shake 
off him，like some heavy, troublous dream。 No he harked 
back to the historic feeders of his language，and chiefy 
from Roman + poets, the literary copiers of the Greeks, he 
chose his pattern for':that drama which he set before the 
well-bred world of Gentiemen，in lieu of the Folk's-play 
that now could entertain alone the rabble。 Painting and 
architecture, the Principal arts of the Romanic Renaissance， 


4 AsIT am writing no History of the Modern Drama，but, agreeably to my7 
object, have only to point out in its twofold development the chief lines aljong 
which the root-difference between those two evolutionary paths is Plainest 
Visible，I have passed over the .Jazz154 7Weatye since in it alone those diverse 
paths are characteristically crossed with one another。 This makes it indeed 
of the highest signifhcance in itself but to us it affords no antitheses So markeQ 
as the two we find,， with determinant inhuence upon all newer evolution of the 
Drama, in Shakespeare and the Frernch 7Tyagdlie. 一 R。WAGNER. 

This note does not occur in the original edition (1852) ; nor does our author 
apbear to have made much acquaintance with the Spanish Drama till the end 
of 1857，as we may see by letters 250 and 255 of the“ DBrzeciuechpre0p in the 
latter of which he gives Liszt a Superb criticism in \bhe highest sense，ok 
Calderon. 一 TIR。 

T+ In the . 417. Latin。 一 TR。 
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had made the eye of this well-bred world so full of taste, 
So exacting in its demands，that the rough carpet-hung 
platform of the British Shakespeare could not content it， 
or a show-place, the Players in the Princes' palaces were 
8given the sumptuous hall，in whichb，with a few minor 
modifhcations, they had to erect their Scene Stability of 
Scene was Set fast as the criterion for the whole drama ; 
_and in this the accepted line of taste of the well-bred world 
concurred with the modern origin of the drama placed 
before it with the rules of Aristotle.。 The princely spec- 
tator whose eye had been trained by Plastic-art into his 
best-bred organ of positive sensuous pleasure, had no lief 
that 上 zs sense of all others should be bandaged, to submit 
.itself to sightless Phantasy; and that the less, as he shrank 
on principle from any excitation of the indehnite, medieval- 
shaping Phantasy， At the drama's each demand for 
Change of Scenc, he must have been given the opportunity 
of seeing that scene displayed with strict fdelity to form 
and colour of its subject, to allow a chance at all， But 
what was made possible in the later mixing of the two 
dramatic genres, it was by no means needful to ask for 
here, since from the other side the rules of Aristotle, by 
which alone this fctive drama was constructed，made 
Unity of Scene its weightiest condition。 So that the very 
.thing the Briton, with his organic creation of the drama 
from within，had jleft disregarded as an outer moment， 
became an outward-shaping “norm for the Erench drama ; 
which thus sought to construct itself from without inwards， 
-from Mechanism into Life. 

. Now, it is important to observe closeljy how this onut- 
ward Unity of Scene determined the whole attitude of the 
Erench drama, almost entirely excluding from this scene 
any representment of the action, and replacing it by the 
mere delivery of Speeches (ecae)， hus the root poetic 
element of medieval and more recent life, the action-packed 
Romance，must also be shut out on Principle from any 
Tepresentment on this Scene, since the introduction of its 
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multifarious stuff would have been rightdown impossible 
without a constant shifting. So that not only the outward 
form, but the whole cut of the plob and finally its subject 
too, must be taken from those models which had guided 
the_ French playwright in Planning out his form，.， He 
was forced to choose plots which did not need to be 
first condensed into a compact measure of dramatic 
representability, but such as lay before him already thus 
Condensed. 
From their native Sagas the Greek tragedians had con- 
densed such stuffs, as the highest artistic outcome of those 
Sagas : the modern dramatist, starting with outward rules 
abstracted from these poems，and faced with the Poetic 
element of his own era's*# life，which was only to be 
mastered in an exactly opposite fashion，namely that of 
Shakespeare，could never compress it to such a density as 
_should answer to the standard outwardly imposed ; there- 
fore nothing remained for him but a 一 naturally ,dzs1pgzxyzt1U2 
一 imitation and repetition of those already fnished dramas。 
Thus in 尺 aczztes Tragkdie we have Talk upon the scene， 
and behind the scene the Action ;) grounds of movement， 
with the movement cut adrift and turned outside ; will-ing 
”Without can-ning， All art was therefore focused on pe 
Mieye OU1td2e of Ta and quite logically in Italy 一 whence 
.the new art-genre had started 一 this soon lost itself in that 
musical delivery which we have already learnt to recognise 
as the Specific content of opera-ware (deEs CjezNZOESENS) 
The French TIragkdie, also, of necessity passed over + into 
.Opera: Cic2 spoke aloud the actual content of this 
.tragedy-ware. Opera was thus the premature bloom on 
an unripe fruit，grown from an unnatural，artificial soil. 
With what the Italian and French Drama beegizzz to wit the 
outer form, to _ that must the newer Drama first attain by 
organic_ evolution from within，upon the path of Shakes- 


”In the D. hh we hind and bis _ nation's” (ez1jaes 00per xxtd Jii1167 Qt 
-一 工人 。 
+ In the 卫 . M， 4 under (xieEz) .一 工 &。 
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Peare' s _ Drama; then first will ripen， also，the natural 
fruit of Musical Drama 


Between these 《two extremes， however，between the 

Spatespea1tCMN and the Raczjzttazt Drama; did Lodex1t DztMG 
grow into its unnatural mongrel shape; and Cez7TMN41Y Was 
the soil on which this fruit was reared. 

Here Roman Catholicism continued side by side，in 
equal strength，with German Protestantism : only，each 
was SoO_ hotly engaged in _ comhbat with the other that， 
undecided as the battle stayed, no natural art-ftower came 
to light， The inward stress which with the Briton threw 
itself into dramatic representment of History and Romance， 
remained with the German Protestant an obstinate en- 
deavour to inwardly appease that inward strife itself， We 
have indeed a Zzxztem whose art soared up to the Religious 
Lyric ; but we have no Shakespeare， On the other hand， 
the Roman-catholic South could never Swing itself into 
that genial，light-minded oblivion of the inward confict， 
wherewith the Romanic nations took up Plastic art : with 
gloomy earnestness it guarded its religious dream ( 斥 cp72)， 
While the whole of Europe threw itself on Art，still 
Germany abode a meditant barbarian。 Only what had 
already outlived itself outside，took hight to Germany， 
_ upon its soil to blossom through an after-summer， 卫 nglish 
comedians,+ whom the performers of Shakespearian dramas 
had robbed of their bread at home, came over to Germany 
to Play theit Srotesquely pantomimic antics before the 
Folk : not till long after, when zi had 1likewise faded out of 
England，followedq Shakespeare's Drama itself ; German 

。 Dexr 1tlitRapische1t Dzami45 ;一 this stood as “the musically-executed 
了 Drama”(decr miUiKaL5cp 2z075261a5211C12 .Dra1N1105) in the 忆 . 0 一 The point is 
jinteresting,，as Wagner 50me twenty years later in a little monograph “: Ueber 
die Benennung “Musikdrama "”gave his reasons for objecting alike to the 
terms“ Music-drama ”and“ Musical drama, 一 TR， 


十 “有 obdzajz1e1t 一 perhaps “clowns”or morris dancers” would be 
better here, as Wagner does not usually employ tbis term for actors, 一 TR。 
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Players, feeing from the ferules of their wearisome dramatic 
tutors, laid hands on it and trimmed it for their use. 和 

From the South, again, the Opera had forced its way in， 
一 that outcome of Romanic drama. Its distinguished 
origin, in the palaces of Princes, commended it to German 
Princes in their turn ; so that these princes introduced the 
Opera into Germany, whereas 一 mark well ! 一 the Shakes- 
pearian Play was brought in by the Folk. 一 In Opera the 
Scenic penury of Shakespeare's stage was contrasted by its 
utmost opposite, the richest and most far-fetched mounting 
of the Scene。 The Musical drama became in truth a jecjp- - 
5spozo (cpatxspiel), whereas the Play (Schauspiel) remained 
a peax-play (Poyzspiel). We need not here go far for 
reasons for the scenic and decorative extravagance of the 
opera-genre : this loose-limbed drama was constructed 
from withoutj and only from without by luxury and 
pomp， could it be kept alive at all， One thing, however， 
it is important to_ observe : namely, that this scenic osten- 
tation，with its unheard-of complexity and far-fetched 


“change of exhibition to the 了 ye proceeded from the same 
dramatic tendency which had originally set up unity-of- 


scene as its norm. Not the Poet, who, when compressing 
the Romance into the Drama, had jleft its plethora of stuff 
thus far unhedged, as in that stuff's behoof he could change 
the scene as often and as swiftly as he chose, by mere appeal 
to phantasy, 一 not the Poet，from any wish to turn from 
that appeal-to-phantasy to a positive conhrmation by the 
senses, 一 not pe invented this elaborate _ mechanism for 
shifting actually presented scenes : but a longing for out- 
”Ward entertainment and constant change thereof a sheer 
lust of the 了 ye, had called it forth， Had We zpoetl devised 
this apparatus, we should have had to further suppose that 
he felt the necessity of a frequent. change of Scene as 3a 
need inherent in the drama's plethora of Stuff itself ; and 
since the poet, as we have seen， was constructing organi- 
cally from within outwards, this supposition would have as 
as proved that the historic and romantic Plethora-of- 
”Cihh 一 in the 局 , LpedaxthUchem CUcpt 一 TR。 


ae 一 一 一 
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stuff was a necessary bostulate of the Drama : for only the 
unbending wecesszzy of such a postulate could have driven 
him to invent a scenic apparatus whereby to enable that 
Plethora of Stu 人 ff (ezoepetb to also utter itself as a 
panoramic plethora of Scene (Jazepecemtepetz1，But the very 
Teverse. Was the case， Shakespeare felt a necessity im- 
pelling him to represent History* and 及 omance dramati- 
cally; in the freshness of his ardour to content this 
impulse, there came to him no feeling of the necessity for 
a naturalistic (NittloizeetyzexeN) representment of the Scene 
as Well ;一 had he experienced this further necessity, toward 
a completely convincing representment of the dramatic 
action, he would have sought to answer it by a still more 
careful sifting，a still more strenuous compression of the 
了 且 omance's plethora of Stu 化 : and that in exactly the same 
way as he had contracted the show-place，abridged the 
time-length of performance, and for their sakes had already 
curtailed this plethora of Stuft itself Ihe impossibility of 
still 名 rther condensing the 人 Romance 一 an insight which he 
<certainly would have arrived at 一 must then have en- 
lightened him as to the true _ nature of this Romance : 
namely，that its _ nature does not really correspond with 

that of Drama ; a discovery which zwe could never make， 
till the undramatic plethora of History's Stuff was brought 
to our feeling by 1e actwualzya1zozpt of the Scene whereas the 
circumstance that this Scene MNeEEdU o1N1] pe SUppeSsteEd had 


alone made possible to Shakespeare the dramatised 


及 omance. 一 

Now, the necessity of a representment of the Scene, in 
keeping with the Place of action, could not for long remain 
unfelt ; the medieval stage was bound to vanish, and make 
room :or the modern。 In Germany this was governed by 
the character of the Folk's mimetic art，which likewise， 
since the dying-out of Mystery and Passion plays, took its 
dramatic basis from the History and the Romance， At . 
the time when German mimic art frst took an upward 
swing 一 about the middle of the past century 一 this basis 

”In the D. 4 History and ”did not occur here. 一 TR。 
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was formed by the Burgher-romance,s in its keeping with 
the then Folk-spirit It was by far more manageable and 
especially less cumbered with material，than the Historic 
Or Legendary (sasgezpa1ze) romance that lay to Shake- 
speare s hand : a suitable representment of its local scenes 
could therefore be eftected withj far less outlay than would 
have been required for Shakespeare's dramatisations。， The 
Shakespearian pieces taken up by these Blayers had to 
submit to the most hampering adaptation on every side， 
in order to _ become performable by them at all， 工 here 
Pass over every other ground and measure of this adapta- 
tion，and lay my fnger on that of the purely scenic 
requirements，since it is the weightiest for the object of 
my present inquiry.+ These players，the frst importers 
of Shakespeare to the German stage，were SO honest to 
the Spirit of their art，that it _ never occurred to them to 
-make his pieces representable by either accompanying his 
constant change of scene with a kaleidoscopic shifting of 
their own theatric scenery, or even for his sake renouncing 
any actual exhibition whatsoever of the scene, and return- 
ing to the sceneless medieval stage， No, they maintained 
the standpoint of their art，once taken up and to it 
subordinated Shakespeare's plethora-ofscene ; inasmuch 
.as they downright left out those scenes which seemed to 
them of little weight，whlle the weightier ones they tacked 
together. 

It was from the 0 of Literature，that people 
frst perceived what Shakespeare's art-work had lost here- 
by, and urged a restoration of the original form of these 
pieces for their performance too. For this, two opposite 
Plans were broached. The frst proposal and the one not 
carried out, is TIiecks， Fully recognising the essence of 
_Shakespearian Drama，7Zzece demanded the restoration of 
Der birgerliche Roman "三 the boxrbeo2r-，or citizen-romance “the 
Romance of domestic life,”as opposed to the classical，the historical，tbe . 
jegendary，or the political. 一 TR。 

+ Footnote to the D. hf only :This object is, to track (cx16axichezz) the 


Artwork at every point where it emerges from Thought into realisernent 4o jpe 
ec15965 一 工 X。 
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Shakespeare's stage, with its Scene referred to an appeal 
to Phantasy。 This demand was thoroughly logical，and 
aimed at the very spirit of Shakespearian Drama。 Butb 
though a half attempt at restoration has time out of mind 
remained unfruitful ,on the other hand a radical one has 
always proved impossible， Tieck was a radical restorer， 
"to be honoured as such, but bare of infuence. 一 The second 
proposal was directed to employing the gigantic apparatus 
of OPperatic scenery for the representation of Shakespearian 
Drama too, by a faithful exhibition of the constant change 
of scene that had originally been only hinted at by him. 
.Upon the newer English stage, People translated Shake- 
speare s Scene into the most realistic actuality”; wonders 
of mechanism were invented, for the rapid change of the 
most elaborate Stage-mountings: marches of troops and 
mimic battles were Presented with astonishing exactitude. 
In the larger German theatres this course was copied. 

In face of this spectacle, the modern Poet stood brooding 
and bewildered. As literature，Shakespearian Drama had 
given him the exalting impression of the most perfect 
poetic unity; so long as it had only addressed his 
Phantasy，that phantasy had been competent to form 
therefrom a harmoniously rounded image : but now, with 
the fulfhlment of his necessarily wakened longing to see 
this image embodied in a thorough representment to the 
senses，he saw it vanish suddenly before his very eyes. 
The embodiment of his fancy-picture had merely shewn 
him an unsurveyable mass of realisms and actualisms, out 
of which his puzzled eye absoiutely could not reconstruct 
让 This phenomenon produced two main effects upon 
him，both of which resulted in a disillusionment as to 
Shakespeare's Tragedy.f “了 enceforth the Poet either 
renounced all wish to see his dramas acted on the stage， 
So as to be at peace again to model according to his 


4 Not quite ezezy scene, however as our man7“acting editions ”will show. 一 
After “battles ”in the last clause of this sentence, the 乙 , 4 had :;“ merely 
suggested by conventional signs，on the older stage。 一 TR。 

ff In the D. 4 Drama ”in place of 6 Tragbdie. 一 TR。 
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intellectual aim the fancy-picture he had borrowed frpm 
”Shakespearian Drama 一 ie，he wrote literary-dramas for 
dumb reading ;一 or else, so as to practically realise his 
fancy-picture on the stage, he instinctively turned more of 
less towards the reflective type of drama whose modern 
origin we have traced to the pseudo-antique (CN12RBZSZEHATE- 
dez) drama，constructed according to Aristotle's_ rules of 
Unity. 

Both these _ effects and tendencies are the guiding 
motives in the works of the two most important dramatic 
poets of modern times 一 Coctpe and Scpzle。 With them 
工 must therefore deal a little closern so far at least as 
concerns the object of my present inquiry. 


Goetpe began his careen as dramatic poet by dramatising 
a 名 ll-blooded _ Germanic Feudal-romance (RitlezryomtC12 
Goiz oo2 Perlicpipet2 The method of Shakespeare 
was quite faithfully followed here : the romances# with all 
its_circumstantial details was in so far translated for the 
stage, as the narrowing of that stage and the abridgment 


of the time-length of performance would allow. But 


Goethe was_ already faced with sa stage on which the 
Action's Locale，however scantily “and roughly，was yet 
exhibited with a defhinite intention to meet that Action s 
claims。 This circumstance led the poet to revise for actual 
stage-performance a poem written rather from a _ literary， 


than a theatric standpoint， In its second shape, given t 


es In the D, 1 “die romanhafte Historie,”ie “the Romance-like His- 
tory.2 In this chapter Wagner has frequently used the term 4 Jistorie ”35 
an equivalent of % Geschichte,”the true German word fcrz History,”albett 
apparently with the purFose of conveying the idea of a certain amount of 
etraditional conventionality ”in the former term ; this shade of meaning it 这 
impossible to convey in English, as we have only one word, “History， for 
the thing zseyf and the thing zworzllexz aboxl To any one who wishes to 
pursue this matter farther I can only recommend a study of the original ; but 
I may add that six pages later，in referring to Schillers abandonment of 


historic “Stuf ”for his dramas，our author has substituted Historie ”人 for . 


4 Geschichte,”seemingly to avoid the contrast originally offered, in the D. 4 
by the juxtaposition of the two terms. 一 工 &。 
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out of consideration for scenic requirements, the poem has 
lost the freshness of Romance, without gaining in its stead 
the perfect strength of Drama。 

Goethe next chose the material for his dramas chiefhy 
from the Burgher-romance，The characteristic of this czlzsex 
7OMNCMNCE consists in this : that its plot is completely cut 
adrift from any wider group of historic actions and associa- 
tions, that it holds only to the social precipitate of these 
historical events for its conditioning medium (ledtz7lpeNpLe 
-CI7Mtpebzu1lpD and within this medium 一 which at bottom is 
but the reaction of those historic incidents，with all their 
colour blotted out 一 evolves itself more according to certain 
humours (.91z71iMttl7Nb21t) tyrannously imposed on it thereby， 
than according to any inner motives Strong enoush for a 
compjletely Plastic utterance， This plot is just as cramped 
vv and poor as the humours which gave it birth are bare of 
freedom and self-dependent inwardness， ts dramatisa- 
tion, however answered to both the intellectual view-point 
of the public and, more especially, the outward possibilities 
of scenic representment ; and that inasmuch as these 
threadbare Plots brought to the practical “mounting 
mnO _nmnecessities which it could not answer out of hand. 
VWVhbhat a mind like Goethe s composed (azcptele) amid such 
limitations we must take as coming almost solely from his 
felt necessity of submitting to _ certain cramping maxims, 认 
he were to bring about a drama at alli* and certainly far 
less from any voluntary submission to the cramped spirit 
of the Burgherromance, or to the humours of the public 
whbich favoured its style of plot，。 But Goethe rescued him- 
self from this 1limitation，and won the most unfettered 
freedom, by completely giving up the“acting-drama. In 
-Planning out his “Faust”he merely retained for the 
literary poem the advantages of a dramatic mode of state- 
ment, but le 化 purposely out of sight the possibility of a 
Scenic representment JIn this poem,， Goethe was the frst 
to sound with full consciousness the keynote of the poetic 
element distinctive of the Present age, ZNpe 办 zzpstl oj 7AoxUBgANE 
”In the D. hvor der Oefentlichkeit ie. “before the public. ”一 工 R。 
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z0O2001id ctwpality though he could not yet give it artistic 
redemption in the actuality of Drama。 Here stands the 
Watershed (cpetzdejpUhNp1] between the medieval yoMa7zce。 
sicklied to the shallowness of its burgher type and the 
real Camtcltc Matliew of the FEuture， We must defer 也 
Closer entry upon the characteristics of this“watershed ” : 
for the present let us hold 让 weighty， that Goethe arrived 
at this watershed, could neither give us a_ genuine romance 
nor a genuine drama, but precisely a poem which enjoyed 
the advantages of both classes in an abstract artistic 
measure. 

From this poem 一 which sent its Plastic ER thread- 
ing _ through the poets whole artistic life，like a welling 
vein of living water 一 let us here look aside，and follow 
Goethe s art-creation wherever we may fnd it turned, in 
fresh attempts, towards the Scenic Drama。， 

From the dramatised Burgher-romance 一 which in 
“gmont”he had sought to raise to its highest pitch 
from within outwards, by extending its medium so as to 
embrace a widely-branching group of historical moments 一 


Goethe had departed for good，with the sketch for his 


“Faust”: if the Drama still had charms for him, as the 
most perfect branch of poetic art, it was chiehy through a 
regardal of it in its most perfect artistic form.。 Ihis Kozzz 
一 which，in keeping with their degree of classical know- 
ledge, had been only cognisable to the Erench and Italians 
as an outwardly constraining“norm 一 Presented itself to 
the more enlightened gaze of German Searchers as an 
integral moment-of-utterance of Greek Zz2 the warmth 
of that Korm had power to enkindle them, when they had 
felt out for themsslves the warmth of this life that lingered 
in its _ very monuments。 The German poet grasped the 
fact，that the unitarian (ez7zpetzltcpe) 上 orm of Grecian 
”Tragedy could not be imposed upon the drama from onut- 
side, but must be vitalised afresh from within outwards， 
through a unitarian Content， The Content of modern life， 
which could.utter itself intelligibly in nothing now bnut the 
及 omance, it was impossible to compress into such Plastic 


Te 
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unity that with an at all intelligible dramatic treatment it 
could have spoken through the Form of Grecian Drama， 
could have justifhed this Form, could, in factb have begotten 
it of necessity.， To the poeb here concerned with absolute- 
artistic Shaping, it was now only open to return 一 at least 
outwardly 一 to the method of the French ; in order to 
justify the use of the Form of Greek Drama, for his art- 
work, he must also employ the hnished Stuff of Grecian 
Mythos.。 But when Goethe laid hands on the finished 


” ”stuff of“Iphigenia in Tauris，he proceeded exactly as did 


Beethoven in his weightiest symphonic pieces : just as 
Beethoven made himself master of the hnished Absolute 
Melody, in a measure loosened it, broke it up, and fitted 
its limbs afresh together by a new organic vitalising，in 
order to make the organism of Music* itself capable of 
bearing melody, 一 so did Goethe lay hands on the finished 
Stuff of “Iphigenia in Tauris” resolved it into its com- 
Ponent parts, and ftted these afresh together by an organi- 
cally-vitalising act of poetic Shaping, in order thus to make 
the organism of Drama itself capable of begetting .the 
Perfect dramatic art-form， 

But only with this already fhnished Stu 饮 could Goethe 
Succeed in such a procedure : with none borrowed from 
modern life, or from Romance, might the poet reach a like 
Success.+ We shall come back to the reason of this pheno- 
menon : let it Su 猎 ce for row, to establish from a Survey 
of Goethe's art-creation that the poet turned away from 
Zizx attempt in Drama too, so Soon as ever he had a mind 
for thef exhibition of Life itself and not for absolute Art- 
Creation。 This Life, in its complex branchings, its will-less 
outward shaping by inhuences from far and near，even 
Goethe could subdue to an intelljgible demonstration alone 
in Romance， Ihe choicest fower of his modern world- 

t In the D, 1 4 Kunstmusik,” ie “Art-music， 一 工 R， 

f In theD, Mand in the original edition of the book, this sentence Was 
continued by ; already in “Tasso this Stuff was cooling markedqly beneath 
his unoitarian (e1zzpez10xip bezslal1extdczt) hand, 一 识 “Eugenie "it froze at last 


to ice -一 下 R。 - 
Y Inthe D. .Vi verstaindliche ie“ intelligible ”was here inserted. 一 TBR。 
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View (有 epanscpawxME) the poet could only give us in 2 
delineation, in an appeal to Phantasy, and not in a direct 
dramatic representment, 一 So that Goethe's most pregnant 
art-creation must lose itself again in the Romance; the 
Romance from which, at the beginning of his poetic career， 
he had turned with a true Shakespearian stress toward 


Drama. 一 


cpzliez， like Goethe began with the Dramatised 
Romance，beneath the infuence of Shakespearian Drama。 
The domestic and political 了 Romance engaged his dramatic 
-Shaping-force，till he reached the modern source of this 
Romance，reached naked ptzsloxy itselt and from that . 
endeavoured to construct the Drama without an intervener。 
Here it was, that the stubbornness of Historic _ matter and 
its incompetence for Presentment in a dramatic form， 
became manifest. 一 Shakespeare translated the dry but 
”honest historic Chronicle into the living speech of Drama- 
This Chronicle outlined with exact fdelity，and step by 
step, the march of historical events and the deeds of those 
engaged therein : it went about its task without any 
criticism or individual views and thus gave a daguerreo- 
type of historic facts.。 Shakespeare had only to vivify this 
daguerreotype into a luminous oil-painting ; he necessarily - 
had to unriddle from the group of facts their underlying 
motives, and to imprint these on the fesh and blood of 
their transactors，. 下 or the rest，the historic scaffolding 
stayed entirely undisturbed by him : his stage allowed hinm 


that，as we have seen. 一 But in presence of the modern 


， Scene, the poet soon perceived the impossibility of dressing 
History，for the play，with the chroniclers fdelity of 
”Shakespeare: he grasped the fact，that only to _ the 
.及 omance 一 all heedless as to brevity or length 一 had 让 
，been possible to deck the Chronicle with lifelike portraits 
of its characters ; and that only Shakespeare's stage, again， 
had permitted the compression of the Romance into a 
drama， [If Schiller then, sought in History itself for the 
-Stuft for Drama, this was with the wish and effort to submit 
the historic subject from the first to so directly poetic an 
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adaptation that it might be presented in the dramatic 
FEorm, which only in the utmost possible Unity can make 
itself intelligible。 But in this very wish and effort lies the 
reason for the nullity of our* Historic Drama. History is 
onjly pzsfoxy in .virtue of its shewing us with unconditional 
veracity, the naked doings of human beings: it does not 
give us men's inner thinkings, but merely lets us infer these 
thinkings from their doings， JI then， we believe we have 
rightly fathomed these thinkings, and 计 we wish to present 
history as vindicated by them, we can only do it in pure 
Historiography， or 一 with the utmost artistic warmth 
attainable 一 in the Historical Romance' ie in an art-form 
Where we are not constrained by any outward consideration 
to disfgure the naked facts of history through a wilful 
sifting or compressing. We can make thoroughly intellig- 
ible to ourselves the thoughts which we have unriddled 
from the actions of historical persons, in no other way than 
by afaithful portrayal of the identical actions from which 
we have unriddled those thoughts， If, however in order to 
_ mnake plain to ourselves the inner motives of action， we in 
any item alter or dishgure the actions which have thence 
. arisen，for sake of their portrayal: then this necessarily 
involves a dishgurement of the thoughts as well, and there- 
fore a _ total fajlsifhcation of history itself。 工 he poet who， 
avoiding the chroniclers exactitude，attempted to adapt 
historic subjects for the dramatic Scene 一 and with this 
objecb treated the facts of history according to his own 
artistic formula, 一 could bring neither 也 istory, nor yet a 
Drama, into being. 

If in illustration of the abovesaid, we compare Shake- 
.Speare's Historic dramas with Schillers“ 歼 cllenpstezzt，wWe 
shall see at a glance how :exre by the evasion of outward 


historical fdejity, the history s very Content is set awry as 


well ，whereas Wexe，by maintenance of the chroniclers 
exactitude,+ the characteristic Content of the history is 


* Tn the D. AM sogenannten,” ie.“'so-called. "一 TR， 

+ In the D. 7M here occurred “in der Darstellung des historiscbhen Thatbes- 
tandes auch,” ie. “in the portrayal of historic matters-of-fact，the Coptent 
also. "一 工 K. 
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brought to light with most persuasive truth。 Without a 
doubt,，Schiller was a greater expert than Shakespeare in 
historical inquiry and in his purely-historic works* he fully 


makes amend for his handling of History as dramatic poet 


But our present business is the statistical proof that for 
Shakespeare indeed, upon whose stage appeal was made 
to PEPhantasy，might the stuff for Drama be borrowed 
from history ; but not for x9 who demand a sense-con- 


vincing exhibition of the Scene as Well For it was 


not possible even to Schiller，to compress the .historic 
Stuff，howsoever dejiberately prepared by him，into the 
dramatic unity he had in mind. All which .first gives 
to History its intrinsic life, the Surrounding that stretches 
far and wide,+ and yet exerts its conditioning force upon 
the central point 一 all this, since he felt its delineation in- 
dispensable, he was forced to shift into an entirely inde- 
pendent, self-included adjunct, and to split his drama itself 


into two dramas: a very different matter to Shakespeare's 


handling of his _ serial historic dramas ; for there we have 
whole life-careers of persons，who serve for a historical 
focus, parcelled off into their weightiest periods, whereas in 
“Wallenstein ” onjy 01Np& Such period,， Proportionally not 了 
over-rich in matter is divided into several sections merely 
for sake of circumstantially motivating ahistorical moment 
which is clouded into positive obscurity。 In three Plays， 
upon pzs stage, Shakespeare would have given the whole 
-Thirty-years War. 
This “dramatic poem "一 as Schiller himself calls 让 一 
”Was nevertheless the most conscientious attempt to win from 
History, as such, material for the Drama， 
In Dramas further evolution， we see Schiller henceforth 
dropping more and more his regard for History : on the 


Studien ”in the 乙 . LI，、 Moreover“fully ”has been substituted for “to 
& Certain extent. "一 了 R。 
ffThe cljause fom “and yet ”to “ central- -point ”does not appear in the 
”LI. 一 工 R， 
+ In the D. Mby no means (phczjtefyzUigez) occurs in Place of verhailt- 
ER gar nicht, "一 TR. 
玉 
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one hand, to employ it merely as itself a clothing for an 
intellectual motive peculiar to the poets own general phase 
.of culture 一 on the other to present this motive more and 
more dehnitely in a form of drama which, by the nature of 
thething and especially since Goethe s many-sided attempts， 
had become the object of artistic speculation.。 With this 
purposed subordination and arbitrary regulation of the 
Stu 华 Schiller fell ever deeper into the inevitable fault of a 

sheer refhective and rhetorical presentment of his subject ; 
until at last he ruled it merely by the Form, which he took 
from Greek Tragedy as the most suitable for a purely 
artistic purpose， In his“ Bride of Messina ”he even went 
farther in his imitation of the Greek Form,， than Goethe in 
his “ Iphigenia.” Goethe only went so far back to this 
”FEorm, as thereby to fx the Plastic .xxzly of an Action : 
Schiller sought to shape the drama's Stuff itselb from out 
this Form， In this he approached the method of the 
French tragic poets;j his only essential difference from 
them being, that he restored this Form more completely 
than had been possible to their limited knowledge of it， 
that he sought to vivify its Spirit，of which they knew 
absolutely nothing, and to stamp that spirit on the Stuff 
itsel 人 下 urther，he adopted from the Greek tragedy its 

4“ Fate, 一 at least so far as was possible to pi understand- 
ing of it 一 and constructed with this Fate a plot which, by 
its medieval costume,+ was meant to afford a halfway- 
house between the Antique and our modern understanding. 
Never was anything so purposeljy planned from a purely 
art-historical standpoint, as this“ Bride of Messina”: what 
Goethe shadowed in his marriage of Faust with Helena， 
was here to be embodied through artistic speculation。 But 


* 6 Historie "一 this js the substitution of “ Historie ”for “Geschichte”(as 
it stood in the D. 4f.) referred to on page I39. 一 TR。 

+The Portion of this sentence contained between the dashes, “at least so 
人 ar” &c、 was not included in the 忆 . hf. articlje ; whereas, in place of % nach 
ihrem mittelalterlichen 攻 ostim，” we eve fhnd the pleonasm :“ nach ihrem 
mittelalterlichen, dem Verstaindnisse unserer Zeit wiederum naiher als die Antike 
liegenden, Tracht，i.e.“by its medieval garb，whbich, again，lay nearer to the 
Comprehension of our times，than did the Antique." 一 工 R。 
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this embodiment Would not succeed at all : stu 作 and form 


were made alike so turbid, that neither did the sophisticated 
medieval Romance come to any effecb nor the antique 
Form to lucid view， Who may not learn a profound lesson， 
from this fruitless attempt of Schiller s ;一 In despair him- 
selb he turned his back upon this form ; in his 1ast drama- 


tic poem,“ William Tell， by taking up again the form of 


dramatised Romance he sought to save at least his Poetic 
freshness, which had markedly fagged beneath his zsthetic 
experimentings. 
Thus we see the dramatic creativeness of Schiller，also， 
” Swaying between History and Romance 一 the real 1ife 
element of our era s poetry 一 on the one side, and the Per- 


fect Form of the Grecian drama on the other : with every 
hbre of his poetic life he clung to the former while his ， 


higher artistic shaping-impulse was driving him towards the 
latter. 
”What specially characterises Schiller is that in hinn the 

thrust (Drxeap) towards the pure, the antique art-form, took 
the line of a thrust towards the Ideal in general， He was 
So bitterly distressed at not being able to hll this FEorm 
artistically with the contents of our own life-element，that 
at last he loathed any artistic employment of that element 
at all， Coelpe's practical sense reconciled itself with our 
life-element，by 8g&iving up the perfect art-form and 
developing farther the only one in which this life can 
enounce itself intelligibly， SSchiller never turned back 
again to the Romance Proper; the Ideal of his higher 
artistic vision, as revealed to him in the antique art-form 
he made into the essence of true Art itself But he only 
saw this Ideal from the standpoint of our present life's 
poetic incapacity ; and, confounding the thbhings of ozxw 1ife 
With those of Human Life in general, he could at last but 
picture Art as a_ thing divorced from Life，the utmost 
plenitude of Art as a thing to be dreamt of but never 
more than approximately reachable. 一 

Thus Schiller stayed hovering between heaven and earth ; 
”and in this hovering hangs after him, our whole dramatic 
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poetry。 That heaven，however， is really nothing but ze 
CX11GIUE CI1- CO1N11 and that earth Ze pyactzcal RomiCNC2E OF 
V2OC21N 1215 he newest school of dramatic poetry 一 
which，cus cz lives only on the atteimnpts of Goethe and 
Schiller, now turned to literary monuments 一 has developed 
the aforesaid hovering between opposite tendencies into a 
Positive reeling. Wherever it has left the field of mere 
literary dramatics, and engaged in representing Iife, it has 
fallen back upon the dead level of the dramatised Burgher- 
romance， in order to produce an at all intelligible scenic 
effect; or if it has wanted to give voice to any higher 
import of Life, it has seen itself compelled to gradually 
Strip off again its spurious dramatic plumes，and Present 
itself to the dumb reader as a naked six- or nine-volume 
moOvel.* 

To take our whole art-literary doings at one hasty 
多 lance, let us range their notable phenomena in the follow- 
ing order. 

Our modern life-element can only be displayed，. 
at once intelligibly and artistically，in the Romezce。 In 
the endeavour for a more effectual more direct display of 
its Stu 化 the Romance becomes dya1titlzye& As each new 
Poet recognises afresh the impossibility of this attempt, the 
Stu 久 which distracts by its too-much-doing，is pounded 
down into frst an unveracious， and next a completely pur- 


* The allusion is evidently to Gutzkows“ RizLlexr 201 Ceife ” (published 
TS5o-5I)，a novel in the portentous form of xz]e volumes，averaging 450 pages 
apiece ! Gutzkow was Director of Plays at Dresden during the last two or three 
了 ears of \Vagners residence there，In“ Zellexr 10 [ 胡 112 ”No. 86 (Oct 1I4，'52) 
Wagner writes,“ In spite of Schjurk，I will never become acquainted with the 
< ezliler zompz Ce1le.， TInthat matter I stick to a terribly severe diet ! Ihave not 
even read Iieine's“Aoozc1ztz2e10.” TI anticipate my complete ruin it I took to 
that sort of thing.” Though the passage in the text，above，was written 
mearly two years before the letter frorn which I have quot>d, most 一 if not，all 一 
of the volumes of Gutzkow's extravagantly long work were then already pub- 
lished。 Wagner would of course have known of their existence and been able 
to form a bretty good guess as to their contents, judging from earlier works of 
Gutzkow ; with which，as a Dresdener，he would naturally have become 
2cquainted. 一 It is curious, too, 一 but characteristic 一 to fnd the same association 
of idqeas cropping up again in the letter ; for the“ literary-ZNyxzcr ”mentioned 
in the next paragraph of the book, are obviously those of Heinoe. 一 TR。 
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poseless foundation for the modern stabez-jiice， ie the 
_Play ; which，in its turn，becomes .a mere Platform for the 
nodern theatre-Virtuoso， From this play，so soon as he 
grows aware of his wrecking on the routine of the coulisses， 
the poet returns to undisturbed presentment of his Stuf in 
.the yoMa1ce ， the perfect dramatic Form，which he had 
striven for in vain，he gets set before him as somethin 多 
foreign out-and-out, in an actual performance of the genuine 
Greek drama，。 Finally, in the literary-Zyxzc he attacks and 
ridicules, 一 laments and bewails the contrariness of our life- 
affairs ; which appears to him, in the matter of Art a con- 
tradiction between stuff and form, 一 in that of Life，a con- 
tradiction between man and nature. 
tis noteworthy that the most recent epoch has shewn 
this irreconcilable contradiction so conspicuously in the 
daily history of its art, that any continuance in error with 
regard thereto must seem clean impossible to any man 
with half an eye,， Whereas the Romance in every country 
(zexaL), 一 and _ especially among the French,* 一 after its 
last fantastic attempts at painting History，has thrown 
itself on the nakedest exhibition of the life of the Present 
day ; has taken this life by its most vicious social basis 
(Cslezpa1iesteN 30210LEt CazNidLaeoe);i and，with its own 
completed unloveliness as art-work，has employed its 
literary artifce + as a revolutionary weapon against this 
* One has wellnigh to rub one's eyes，to convince oneself that this was 
WEFitten over forty years ago ; yet it stands verbatim bothb in the Dexusticpe 
4doxzpalychpzt1p and all the editions of the book。 With that wonderful instinct 
which makes this whole volume almost a prophecy，our author bere lays his 
hnoger on the beginnings of one of the most notable departures in the history of 
art， and one whose goal we apparently have not yet reached. 一 TR。 

+ “Das literarisches 开 unstwerk des Romanes selbst."， In the 乙 . Mthis 
stood Simply as“ den Roman selbst”: ie in view of the commencement of 
the sentence “the Romance employed itself 一 a form of expression which 
naturally required amendment, 一 It is more important to notice，however that 
to den Roman ”Wagner appended in the ,D. Ma foot-note : “German 
poets employ the same tactics (zzbenp diere[pe 113zp5amtpett) even in the Literary- 
drama, 一 as Witness HebbeL” Friedrich Hebbel (18I3-63) was then in what 
js now called in Germany his“second period,' and his works appear to bave 


been considered much too cold and bitter in their “analysis ' ; he is best known 
by those of his“thirq period，such as““ Lp1ier Derzmpaxwer (Vienna， 1855) and 
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life-base :一 whereas the Romance，T say，has become an 
apPpeal to that revolutionary force of the Folk which shall 
destroy these life-foundations, 一 on the other hand a 
talented poeb who as creative artist had never found the 
ability to master any sort of Stuff for the actual Drama， 
induced an absolute monarch to command his Stage- 
intendant to produce before him with antiquarian fdelity 
3 724L Cxeep jiapoetdy for which a famous composer had to 
_Prepare the needful mnusic.* In face of our Present-day 
life，thbis .9oppoclezCNpt DiaMtit Shewed itself as a clumsy 
artistic fb (WoUliee) : as a quibble patched up by artistic 
Penury，to_ cloak the untruthfulness of our whole art- 
doings ; as a prevarication which tried to lie away the 
true Want of our times，under all manner of artistic 
pretexts.。 Yet omze plain truth this tragedy could not help 
unbaring : namely, that ze pave NO Dza11C，CNC ca7l ACTUE 


4 CNp2r 90 3211 12 (ibid， 1I856)，the former work being still given， 了 
believe, on the German Stage。 Singularly enough，Hebbel's masterpiece wasS 
& dramatic Trilogy， 和 .Die 人 zibepuxisetz ”(Viennay I862) in which 开 riemhild 
and Hagen form the central fgures, the idea of the work being based on the 
confict between Pagandom and Christendom., 一 See .472yer's Aoxzze150150115- 
lexzzp01zz. 一 TR。 

”The reference is, of course, to Friedrich Wilhelm IV. of Prussia (brother of 
the jate German 下 mperor，Wilhelm I.) and the performances of old Greek 
dramas at Berlin and Potsdam (cf the “Cozmz112U12iCC1IO11 Vol， I.，p。275，of 
this series)， It will be remembered that Wagner had special reasons for 
keeping this monarch in his mind, as it was he who hgured so largely in the 
Opposition to the movement which led to the Dresden revolt, and also in its 
Suppression。 The“ musician ”was Mendelssohn, to whom the“'axz12zXx5e1p 
JIMUII1C :一 Which I have rendered “had to prepare "一 is peculiarly applicable， 
Seeing how distasteful he found his duties at Berlin，chiefhy owing to these 
orders for the Antique Drama。 The“tragedy ”was the 472ltpoMpe， as Will be 
Seen by the close of Chapter III. ; although Mendelssohn (Oct，2I，I847) 
writes enthusiastically about this his jzrl task of the kind, yet be adds :at 
the beginning I thought，on the contrary，that I would not mix myself up with 
the affair.” The““poet”was Ludwig Tieck,， the romancist，whom Bunsen 
(Apr. 28，I844, 一 in the “jhexzadcrsxop1z Zellexs ”) calls“the great Chorodidas- 
kalos ”; he was one of the group of talented men, including Friedrich Rtckert 
A。W. von Schlegel，Schelling and Mendelssohn，whom Friedrich Wilhelm 
IV.。summoned to court soon after his accession in I84o， IT may add that 让 
Was from Tieck's aprorl 500la7y dramatic poem, “Genoveva "一 in combina- 
tion with cppe1 “Genoveva "一 that Schumann took the chief materials for 
tbe text of his like-named operay Produced at Leipzig in June I85o. 一 TR。 
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.WO DraMa ， that our Literary-drama is every whit as far 
removed from the genuine Drama, as the pianoforte from 
the symphonic song of human voices ; that in the Modern 
Drama we can arrive at the production of poetry only by 
the most elaborate devices of literary mechanism，just as 
on the pianoforte we only arrive at the production of 
mnusic through the most complicated devices of technical 
mechanism, 一 in either case，however 3 soulless poetry,，a 
toneless music .一 

With 1 Drama, at all events, true Music， the loving 
wife, has nothing at all to do. The coquette can approach 
this shrivelled man, to lure him into the net of her firta- 
tions; the prude can unite herself with the impotent one, to 
journey with him into godliness ; the wanton lets him pay 
her and laughs at him behind his back : but the true, love- 
yearning woman turns away from him, unmoved (一 ”* 


If now, we want to pry a little closer into wpat has made 
this Drama impotent，we must get to the bottom of Ze 
dx 矿 on which it has fed。 This Stuff was, as we saw, the 
RowzaNzce。 To the essence of the Romance we mnust there- 
fore turn our more particular attention。 


4 As mentioned earlier，thbis paragraph was omitted from the Dexuvixche 


Lowpa1rsrchzz 记 without the First Part of Ofevra and Draza it wouid have beea 
pointless. 一 With the succeeding Paragraph the hrst “article ” concluded- 
一 工 R。 


II 


四 AN is in atwo-fold way a poet : in his pepolxe， 
四 | and in his zzpzytz1Apr 
His wpctpxaZ poetic-gift is the faculty of 


Presented to his senses from outside; his ax1stic that of 
projecting this image outwards, 

Just as the eye can only take up farther-lying objects in 
a Proportionally diminished scale，so also the human 
brain 一 the inner Starting-point of the eye，and that to 
whose activity, conditioned by the whole internal organism， 
the eye imparts the shows which it has gathered from 
without 一 can only grasp them in the diminished scale of 
the human individuality. Upon this scale，howevem the 
functioning brain is able to take the phenomena, brought 
to it in a state of disruption from their native actuality， 
and shape them into new and_ comprehensive Pictures by 
its double endeavoum to sift them or to group them ; and 
this function of the brain，we call it Dpazzlasy， 

The Phantasy's unconscious eftort is directed to becom- 
ing familiar with the actual measure of these Shows，and 
this drives it to impart its image to the outer world ; so to 
say 一 it tries to fit its image on to the reality, in order to 
compare it therewith。 But this imparting to the outer 
world can only take an artistic，a mediated Path ; the 
senses, Which instinctively took up the outer shows them- 


condensing into an inner imagethe phenomena 


selves，demand，for any imparting to them of a fancy- … 有 


picture, that the man who fain would address them intel- 
ligibly should hrst have exercised and regulated his organ 
of utterance。 Completely intelligible in its externalisation 
will the fancy-picture never be, until it re-presents to the 
senses the phenomena in the selfsame measure as that in 
which the latter had originally Presented themselves to 
.them ; while by the hnal correspondence of the effect of 
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his message with his previous 1 does man first 

become insofar acquainted with the correct measure of 
the phenomenai as he recognises it for the measure in which 
they address themselves to men in general， No one can 
address himself intelligibly to any but those who seethings 
in a like measure with himself: but this measure for his 
communication is the concentrated image of the things 
themselves, the image in which they present themselves to 
man's perception。 This measure must therefore rest upon 
a view in common ; for only what is perceptible to this 
common view allows, in turn, of being artistically imparted 
thereto : a man whose mode of viewing is not that of his 
fellow-men, neither can address himself to them artistically. 
一 Only in a hnite measure ofinner viewing of the essence of 
things, has the artistic impulse-to-impart since the memory 
of man, been able to develop itself to the faculty of explicit 
portrayal (zzOexzexpEeztdstex Dazstelop1p) to the senses : only 
from the Greek world-view，has the genuine Artwork of 
Drama been able as yet to blossom forth. Butthis drama s 
Stuff was the JIzypogs ，and from its essence alone, can We 
learn to comprehend the highest Grecian art-worlke and its 
了 orm that so ensnares us. 

In the Los the Folk's joint poetic-force seizes things 
exactly as the bodily eye has power to see them，and no 
farther ; not as they in themselves really are. The vast 
multiplicity of surrounding phenomena,， whose real associa- 
fion the human being cannot grasp as yet， gives him frst 
of all an impression of unrest: in order to overcome this 


feeling of unrest he seeks for some connexion of the pheno- 


mena among themselves, some connexion which he may 
conceive as their First Cause， The real connexion, how- 
ever is only discoverable by the Understanding,which seizes 
fthe Phenomena according to their reajity ; whereas the 
connexion invented bythe man who is only able to seize 


the phenomena according to their directest impression upon 


himsel8 can inerely be the work of Phantasy 一 and the 
…” (Lause，thus subsumed for them，a mere product of his 
Poetic imaginative-force，。 God and gods，are the first 
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-Creations of man s poetic force : in them man represents to 
himself the essence of natural phenomena as derived from 
aa Cause Under the notion of this Cause，however he 
和 apprehends nothing other than his own human 
essence ; on Which alone, moreovebn this imagined Cause is 
based， If the thrust' of the man who fain would over- 
come his inner disquietude at the mnultiplicity of pheno- 
mena, if this thrust makes toward representing as Plainly as 
Possible to himself their imagined cause, 一 Since he can 
only regain his peace of mind through the selfsame senses 
wherethrough his inner being had been disquieted, 一 then 
he must also bring his God before him in a shape which 
not only shall the most defhnitely answer to his purely 
human manner of looking at things, but shall also be out- 
wardly the most understandable by him， All understand- 
ing comes to us through love alone, and man is urged the 
most instinctively towards the essence of his own species。， 
Just as the human form is to him the most comprehensible， 
so also will the essence of natural Phenomena 一 which he 
qdoes not know as yet in their reality 一 become comprehen- 
sible only through condensation to a human form. TIhus 
in Mythos all the shaping impulse of the Folk makes 
toward realising to its senses a broadest grouping of the 
most manifold phenomena，and in the most succinct of 
shapes。 At first a mere image formed by Phantasy, this 
shape behaves itself the more entirely according to human 
attributes，the Plainer it is to become，notwithstanding 
that its Content is in truth a suprahuman and supranatural 
one : to wit that joint operation of mnulti-human or omni- 
natural force and faculty which, conceived as merely le 
coO11cO1idCNt clz07 of human and natural forces in general， 
is _ certainly both natural and human, but appears Super- 
human and supernatural by the very fact that it is ascribed _ 
to_ oze imagined individual，represented in the shape of 
Man.*s By its faculty of thus using its force of imagin- 


“Tbe zwszzediale source of this idea in the writings of Feuerbach，will be 
found in my footnote to “4zl czd Ciiale, ”pages 260-1，Vol. I. of this 
Serics. 一 工 X。 
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ation to bring before itself every thinkable reality and 
actuality, in widest reach but plain，succinct and Plastic 
shaping, the Folk therefore becomes in Mythos the creator 
of Art ; for these shapes must necessarily win artistic form 
and content, if 一 which, again, is their individual mark 一 they 
have sprung from nothing but man's longing for a szzcbLe 
portrait of things, and thus from his yearning to recognise 
in the object portrayed, nay rst 1o pzzoz0 therein, himseif 
and his own-est essence : that god-creative essence。 Art， 
by the very meaning of the term, is nothing but the fulhl- 
ment of a longing to know oneself in the 1ikeness of an 
object of one's love or adoration, to find oneself again in ， 
the things of the outer world, thus conquered by their re- 


presentment.* In the object he has represented, the Artist 


says to himself: “So art thou ; so feelst and thinkest 
thou，And so wouldst thou do ; if freed from all the stren- 
uous caprice of outward haps of life，thou. mightest do 
、，according to thy choice.” Thus did the FEolk portray in 
Mythos to itself its Gow ， thus its Fexo， and thus, at last, its 
4Iaz. 一 
Greek Tragedy is the artistic embodiment of the spiri 
and contents of Greek Mythos。， As in this Mythos the 
widest-ranging phenomena were compressed into closer 
and ever closer shape, so the Drama took this shape and 
re-Presented it in the closest, most compressed of forms。 
The view-in-common of the essence of things，which in 
Mythos had condensed itself from a view of Nature to a 
-view.of Men and morals,here appeals in its distinctest， 
most pregnant form to the most universal receptive-force of 
man; and thus steps，as Art-wark，from Phantasy into 
reality. As in Drarna the shapes that had been in Mythos 
merely shapes of Thought, were now presented in actual 
bodily portrayal by living men : so the actually represented 
Action now compressed itself in thorough keeping with 
the mythic essence, into a compacb plastic whole。 If a 
It would seem that our author here derives “人 攻 unst ”(art) from“ kennen ” 


(to know)，whereas in the“ Art-work of the Future ”(Vol I., pb. Ioo，Eng.) he 
derives it from“konnen ”(to“can 小 一 下 R。 
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man's idea 〈(CeszjpMNUMp is only bared to us convincingly 
by his action, and if a man's character consists in the com- 
plete harmony between his idea and his action : then this 
action, and therefore also its underlying idea 一 entirely in 
the sense of the Mythos 一 gains signifhcance，and corre- 
spondence with a wide-reaching Content, by its manifesting 
itself in utmost concentration。 An action which consists of 
many parts, is either over-weighted, redundant, and unin- 
telligible 一 when all these parts are of equally suggestive， 
decisive importance ; or it is petty arbitrary and meaning- 
less 一 when these parts are nothing but odds and ends of 
actions。 The Content of an action is the idea that lies at 
.the bottom of it : if this idea is a great one, wide of reach， 
and drawing upon man's whole nature in any one partic- 
ular line，then it also ordains an action which shall be 
decisive, one and indivisible ; for only in such an action 
does a great idea reveal itself to us. 

Now,，by its_ nature，the Content of Greek Mythos was 
of this wide-reaching but compact quality; and in their 
Tragedy it likewise uttered itselft with fullest dehnition, as ， 
this one，necessary，and decisive Action， Io allow this 
Action，in its weightiest signihcance，to Proceed in a 
manner fully vindicated by the idea of its transactors 一 
1zs was the task of the TIragic-poet; to bring to 
understanding the Necessity of the action， by and in the 
demonstrated truth of the idea 一 in this consisted the 
solution of that task， The unitarian Form of his artwork， 
howeven lay already mapped out for him in the contours 
of the Mythos ; which he had only to work up into a 
.living edifice, but in no wise to break to pieces and newly 
ft together in favour of an arbitrarily-conceived artistic 
building.， The Tragic-poet merely imparted the content 
and essence of the myth in the most conclusive and in- 
telligible manner ; his Tragedy is nothing other than the 
artistic completion of the Myth itself ; while the Myth js 
the poem of a jife-view in common， 


Ce 
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Let us now try to make Plain to ourselves, what is the 
life-view of the modern world which has found its artistic 
exXPression in ze Komwaz1ce. 一 

So Soon as the refective Understanding looked aside 
from the image, to inquire into the actuality of the things 
-Summed-up in it the first thing it saw was an ever waxing 
multitude of units，where the poetic view had seen a 
Whole。 Anatomical Science began her work, and followed 

adiametrically opposite path to that of the Folk's-poem。 
Where the latter instinctively united，she separated pur- 
posely ; where it fain would represent the grouping，she 
made for an exactest knowledge of the Parts: and thus 


must every intuition of the Folk be exterminated stepby 


step，be overcome as heresy, be laughed away as childish. 
The nature-view of the Folk has dissolved into physics 
and _ chemistry，its religion into theology and philosophy， 
its commonwealth into Politics and diplomacy, its art into 
science and zsthetics, 一 and its Myth into the historic 
Chronicle. 一 

Even the new world won from the Myth its fashioning 
force， From the_ meeting and mingling of two chief 
mythic rounds, which could never entirely permeate each 

other never 1ift themselves into a plastic unity， there 
issued the medieval Romance. 

In the CZztzs1za1l 人 Iljpog we find that That to which the 
Greek referred all outer things，what he had therefore 
made the sure-shaped meeting-pPlace of all his views of 
Nature and the World 一 the 玉 xpzMpa1t 0ez1p2 一 had beconne 
the 4 pxzoxz Incomprehensible，become a stranger to itself. 
The Greek by a comparison of outward things with Man， 
had reached the human being .from without : returning 
from his rovings through the breadth of Nature, he found 
in Man's stature，in. his instinctive ethical notions, both 
quieting and measure， But this measure was a fancied 
one，and reajlised in Art alone. With his _ attempt to 
deliberately realise it in the State，the contradiction 
between that fancy standard，and the xeality of actual ， 


1I58 .OPERA AND DRAMA ; PART 1T， 


human Self-wil)* revealed itself : insofar as State and 
Individual could only seek to uphold themselves by the 
Openest overstepping of that fancy standard， When the 
natural custorm had become an arbitrarily enacted Law, the 
racial commonweal an arbitrarily constructed political State， 
then the instinctive life-bent of the human being in turn 
resisted law and state with all the appearance of egoistic 
caprice。 In the strife between that which man had recog- 
nised as good and right, such as Law and State, and that 
toward which his bent-to-happiness was thrusting him 一 
the freedom of the Individual, 一 the human being mnust at 
last become incomprehensible to himself ; and this con- 
fusion as to himself was the starting-point of the Christian 
mythos， In this latter the zzztilitztzdUaL man，athirst for 
reconcilement with himself strode on towards a longed-for 
but yet a Faith-vouchsafed redemption into an extra- 
mundane Being, in whom both Law and State were so far 
done away with，as they were conceived included in his 
unfathomable will， Nature，from whom the Greek had 
reached a plain conception of the Human being，the 
Christian had to altogether overlook : as he took for her 
highest pinnacle redemption-needing Man, at discord with 
himself she could but seem to him the more discordant 
and accurst， 9cience，which dissected Nature into frag- 
ments，without ever fhnding the real bond between those 
fragments， could only fortify the Christian view of 
Nature. 

The Christian myth，however won bodily shape in the 
Person of a man who suffered martyr s-death for the with- 
standing of Law and State ji who，in his submission to . 
judgment，vindicated Law and State as outward neces- 
sities ; but through his voluntary death，withal, annulled 


2 64181502 一 in the edition of 1852 this stood as CNtzotz0p2z 2 (Instinct)。 
The same alteration has been made by our author a few pages farther on ; 
Vol. IV.，p。54，line 6，of the Cesajpz1telle .chzz1jpet。 By reference to Volume 
I.of the present series，page 20, it would appear that he bad actually com。 
menced the substitution there alluded to but abandoned it after this pair of 
fractional attempts. 一 工 R。 
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them both in favour of an inner Necessity, the liberation of 
the Individual through redemption into God. The enthral- 
ling power of the Christian myth consists in its portrayal 
of a jjapj515U1ali0N 1670U8N Dect 太 The broken, death-rapPt 
look of an expiring dear one, who, already past all con- 
sciousness, for the last time sends to us the lightning of his 
8lance, exerts on us an impression of the most poignant 
grief But this glance is followed with a smile on the wamnm 
cheeks and blanching lips; a smile which, sprung in itseif 
from the joyful feeling of triumph over Death's last agony， 
at onset of the final dissolution, yet makes on us the im- 
Pression of a forebodal of over-earthly bliss, such as could 
only be won by extinction of the bodily man. And just 
as We have seen him in his passing, So does the departed 
one Stay pictured in our memory : it removes from his 
image all sense of wilfulness or uncertainty in his physical 
life-utterance ; our spiritual eye, the gaze of loving recol- 
lection，sees the henceforth but remembered one in the sof 作 
glamour of unsuffering, reposeful bliss。 IThus the moment 
of death appears to us as the moment of actual redemption 
into God ; fopv through his dying, we think alone of the 
beloved as parted from all feeling of a Life whose joys we 
_ Soon forget amid the yearning for imagined greater joys， 
but whose griefs, above all in our longing after the trans- 
figured one，our minds hold fast as the essence of the 
sensation of Life itself. 

This dpixzpev with the yearning after it is the sole true 
content of the Art which issued from the Christian myth ; 
it utters itself as dread and loathing of actual life, as fight 
before it 一 as longing for death， For the Greek Death 
counted not merely as a_ natural，but also as an ethical 
necessity ; yet oNpL CS UNe cox1Nttezbpjatzt oj Zz12， which zz 
zNelf was the real object of all his viewings，including 
those of Art， The very actuality* and instinctive necessity 
of Life, determined of themselves the tragic death ; which 


4 4 Wirklichkeit,” 一 As the meaning of this term is somewhat less rigi than 
that of oug reality,”IT have had to render it occasionalljy by“actuality,” 
4 genuineness ”or truth according to circumstances. 一 工 R. 
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in itself was nothing else but the rounding of a life fulihilledq 
by evolution of the fullest individuality of a life expended 
on making tell this individuality， To the Christian, .how- 
evem Death was 20p 719ELf the object， For him，Life had its 
only sacredness and warranty as the preparation for Death， 
in the longing for its laying down.。 The conscious strip- 
ping-off the physical body achieved with the whole force 
of Will, the purposed demolition of actual being, was the 
-Object of all Christian art ; which therefore could only be 
limned, described, but never xepzese1tled and least of all in 
Drama.*# The distinctive element of Drama is its artistic 
realising of the Movement of a sharply outlined content 
A movement,， however can chain our interest only when it 
zzcyeasey ya diminishing movement weakens and dissipates 
Our interest, 一 ceXcepting where a necessary lull is given 
expression to in passing.， In a Greek drama the movement 
waxes from the beginning，with constantly accelerated 
speed，to the mighty storm of the catastrophe ; whereas 
the genuine, unmixed Christian drama must perforce begin 
with the storm of life, to weaken down its movement to the 
final swoon of dying-out. The Passion-plays of the Middle 
Ages represented the sufferings of Jesus in the form of a 
series of living pictures ; the chief and most affecting of 
these pictures shewed Jesus hanging on the cross : hymns 
and psalms were Sung during the performance. 一 7]e 
Zeeexzd that Christian form of the 人 Romance, could alone 
give charm to a portrayal of the Christian Stu 儿 because 让 
appealed only to the Phantasy, 一 as alone was possible with 
this Stu 儿 一 and not to physical vision，。 To Music alone， 
Was it reserved to represent this Stuff to the senses also, 
namely by an outwardly Perceptible motion ; albeit merely 
in this wise, that she resolved it altogether into moments 
of Feeling, into blends of colour without drawing, expiring 


4 Ifere it is not necessary to go back to Feuerbach, for our authors idea. 
His own abandonment of his dramatic Sketch of 4 /jcxzs of Nazzaxetl1 ”must 
have arisen from a feeling that in 1Mz form 让 was impossible ; while，on the 
other hand, he had not yet developed for himself the broader basis which made 
possible his Poxsz1e/. 一 工 R. 
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in the tinted waves of Harmony in like fashion as the 
dying one dissolves from out the actuality of Life.。 


Of the myths which have worked decisively upon the 
life-views and art-fashionings of the modern era we now 
come to the other circle, and that opposed to the Christian 
myths， It is the native Saga of the newer 了 uropeam but 
above all the CexicNt Peoples. 

Like that of the Hellenes, the Mythos of these peoples 
”waxed from beholdings of Nature into picturings of Gods 
and 也 eroes， In the case of one of these sagas 一 that of 
Siegfried 一 we now may look with tolerable clearness into 
its primordial germ，which teaches us no little about the 
essence of myths in general. We here see natural pheno- 
mena，such as those of day and night, the rising and the 
setting sun，condensed by human Phantasy into personal 
agents revered or feared in virtue of their deeds ; at last 
from man-created Gods we see'them transformed into actual 


human Heroes, supposed to have one-time really lived, and 


from Whose loins existing stems and races have boasted 
themselves as sprung. Ihe Mythos so reached into the 
heart of actual Life, giving shape and measure, revindicating 
claims and kindling men to deeds，where it not only was 
nurtured as a religious Faith but proclaimed itself as 
energised Religion. ， A_ boundless wealth of cherished 
haps and actions flled out the breadth of this religious 
Mythos，when fashioned into the Hero-saga : yet how 
manifold soever these sung and fabled actions might give 
themselves to be, they all arose as variations of one very 
dehnite type of events, which，on closer examination，Wwe 

may trace back to one simple religious notion， In this 


“Die in der farbigen Zertossenheit der Harmonie so erlosch, wie der 
Sterbende aus der Wirklichkeit des Lebens zerfliesst. "一 It is impossible to pass 
over the prehgurement of 有 undry's release，in Porszch and Jsoldes 
4 Liebestod. "一 工 &， 
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religious notion, taken from the beholding of Nature， the 
most varied utterances of the endless-branching Sagas 一 
amid the undisturbed development of a specifc Mythos 一 
had each their ever-fruitful source， Let the shapings of 
the Saga enrich themselves as they might with fresh 
stores of actual events，among the countless stems and 
races : yet the Poetic shaping of the new material was 
instinctively brought about in the one and only way that 
belonged to the Poetic intuition for good and al and this 
was rooted deeply in the same religious beholding of 
太 ature which once had given birth to the primordial 
Mythos. 

Thus these peoples' poetic shaping-force was a religious 
one withal,unconsciously common to them and rooted in 
their oldest intuition of the essence of things。 On zsg xyoob 
however，Christianity now laidq its hands. The enormous 
wealth of leaves and branches of the Germanic Folk-tree 
the Christians' pious Passion for conversion could not come 
at;i*# but it tried to drag up the root wherewith that tree 
had anchored in the soil of being. Christianity upheaved 
the religious faith，the ground-view of Nature's essence， 
and Supplanted it by a new belief a new way of beholding， 
diametrically opposed to the older ITIhough it could not 
completely root out the old belief at least it robbed it of 
its virile wealth of artist-force : and that which hitherto 
had sprung from out this force, the teeming amplitude of 
Saga, stayed now a bough cut off from stem and stringers， 
un-nourished by its vital sap and offering but a sorry 
sustenance to the Eolk itself， Whereas the religious 
intuitions of the FEolk had earlier formed a girth which bound 
into one whole each never so varied shaping of the Saga: 
since the rending of this gircle there row was nothing le 人 ft 
beyond a loose entanglement of motiey shapes，fhlitting 
holdless and disbanded to and fro, in a fancy henceforth 
merely bent on recreation but no more in itself creative. 

Compare the brief preface to the original edition of tbe 7zxzzzpizser text- 


book，given in Mrs John P. Morgans English version (Schott & Co.)， and 
also translated in ZNe hdezrlez，No. 从 V。 一 TR， 
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The Mythos，grown incapable of procreation，dispersed 
itself into its individual hedged-off fractions ; its unity into 
a thousandfold plurality ; the kernel of its Action into a 
mass of many actions， These actions, in themselves but 
the individualisations of a great root-action 一 as 让 were 
the personal variations of the same ojze acti0zt that had 
been the necessary utterance of the spirit of the Folk 一 
became splintered and dishigured to such a degree， that 
their separate parts could be pieced together again by 
_arbitrary whim; and this to feed the restless impulse of a 
Phantasy which, maimed within and reft of power to shape 
without，cuuld now devour alone the outer matter but no 
_longer give the inner from itself The splintering and 
extinction of the German 了 pos, as evinced to us by the 
whirring figures of the “Heldenbuch,” shews itself in a 
monstrous mass of actions, swelling all the larger the more 
has every genuine Content vanished from them. 一 
Through the adoption of Christianity the Folk had lost 
all true understanding of the original, vital relations of this 
Mythos，and when the life of its single body had been 
resolved by death into the myriad lives of a swarm of 
fables, the CApzzsliCN zeltpt0US-V1EU0 Was fitted under it，as 
though for its fresh quickening. By its intrinsic property， 
this view could do absolutely nothing more, than light up 
lal cozjbye of Mythos and deck it with a mystic apotheosis- 
In a sense it justihed the death of Myth, inasmuch as it set 


. .before itself those clumsy actions，that tangle of cross- 


Purposes 一 in themselves no longer explicable or vindic- 
_able by any intelligible idea still proper to the Folk 一 in all 
their whimsical caprice, and, fnding it impossible to assign 
an adequate motive to them，conveyed them to the Chris- 
tian Death as their redeeming issue.s The Christian 


”This sentence will be better understood on reference to 647zX azzz 
CLi1iale ” (Vol，I.，page 2560，of this series)，where the idea of the Kas 
being based on Christianity is rightly scouted。 As Mons，Georges Nou 昌 ard 
has pointed out in his valuable work， 4 1J1zpzzez 中 apy25 Lpz-1N1CNe ”this 
“Opera ad Dra12 ”seems to be written round the .ico1jied drama (that is 
to say，its zjtctzlbalz18 germ)，and the next sentence certainly confirms that 
view, 一 工 R， 、 
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Re 和 -Romances gives a faithful expression to the life of 
the Middle Ages, by beginning with the myriad leavings of 
the corpse of the ancient Hero-Mythos, with a swarm of 
actions whose true idea appears to us unfathomable and 
capricious, because their motives, resting on a view of life 
quite alien to the Christian's had been lost to the poet : to 
ceXPose the utter lack of rhyme or reason in these actions， 
and out of their own mouths to vindicate to the instinctive 
Eeeling the necessity of their transactors”downfall, 一 be it 
by a sincere adoption of the Christian rules，which incul- 
-cated a life of contemplation and inaction, or be it by the 
uttermost effectuation of the Christian view, the martyr's- 
death itself 一 this was the natural bent and purpose of the 
Spiritual-poem of Chivalry. 
The original Stuff of the pagan Mythos, however，had 
already swelled into the most extravagant complexity of 
“actions， by admjixture of the Sagas of every nation 一 of 
Sagas cut adrift like the Germanic from their vital root. 
By Christianity every FEolk, which adopted that confession， 
was torn from the soil of its_ natural mode of viewing, and 
the poems that had sprung therefrom were turned into 
playthings for the unchained Phantasy， In the mnulti- 
farious intercourse of the Crusades，the orient and the 
occident had interchanged these stuffs，and stretched . 


their manysidedness to a monstrosity。 Whereas in earlier 


days the Folk included nothing but the pomzelipe in its 
myths: now that its understanding of the homelike had 
been lost, it sought for recompense in a constant novelty of 
the ozxluzzdizsp， In its burning hungern it gulped down 
everything foreign and unwonted : its voracious phantasy 
exhausted all the possibilities of human imagination, 一 to 
-digest them into the wildest medley of adventures, 

This bent at last the Christian view could no more 
sujde, albeit itself at bottom, had been its generator ; for 
this bent was primarily nothing but the stress to fiee from 
an un-understood reality, to gain contentment in a world 


4 Thbe Chivalresque Romance，such as the countless dragon-stories，&among 
which may be instanced our Own“ St George。 一 下 R， 
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of fancy， But this fancied world, however great the diva- 
gations of Phantasy,， still must take its archetype from the 
actual world and nothing else : the imagination fnally 
could only do over again what it had done in Mythos ; 让 
Pressed together all the realities of the actual world 一 all 
that it _ could comprehend 一 into close-packed images，in 
Which it individualised the essence of totalities and thus 
furbished them into marvels of monstrosity， In truth this 
newer thrust of Phantasy, just as with the Mythos，made 
again toward hnding the reality ; and that, the reality of a 
vastly extended outer world， Its effectuation, in this sense， 
did not go long a-begging， The passion for adventures, in 
which men yearned to realise the pictures of their fancy， 
condensed itself at last to a passion for undertakings whose 
goal 一 after the thousand-times Proved fruitlessness of 
mere adventures 一 should be the knowledge of the outer 
world，a tasting of the fruit of actual experiences reaped 
on a dehnite path of earnest，keen endeavour.， Daring 
voyages of discovery undertaken with a conscious aim,， ang 
profound scientific researches grounded on their results, at 
last uncloaked to us the worlid as it really is. 一 By this 
.knowledge was the Romance of the Middle Ages destroyed， 
and the delineation of /cxzczed shows was followed by the 
_delineation of their reality， 

This_ reality，however，had stayed untroubled， undis- 
_ figured by our errors, in the phenomena of Natzwzre aloze 
unreachable by our activity. On the reajlity of 忆 zxxzzam 
Z 达 our errors had lain the most distorting hand of 
violence， To vanquish these as well to know the life of 
Man in the Necessity of its individual and social nature ; 
and fnally, since that stands within our might, 如 spajpe zt 一 
this is the trend of humankind since ever it wrested to itself 
the outward faculty of knowing the phenomena of Nature 
in their genuine essence ; for from this knowledge have 
we Won the measure for the knowledge, also, of the essence 
of Mankind. 
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The Christian life-view 一 which had unwittingly en- 
Sendered this outward thrust of man, but of itself could 
neither 人 ed nor guide it 一 had withdrawn into itself before 
this vision, had shrunk into a stolid Dogma, as though for 
sanctuary against a thing it could not comprehend.， It is 
here that the intrinsic weakness and contradictoriness of 
this view bewrayed itself。 Actual Life, and the ground of 
its phenomena, to it had everbeen a thing incomprehensible, 
The strife between the law-made State and the selfwills of 
the Individual it had been the less able to overcome, as the 
roots of its own origin and essence lay in that strife alone : 
were the individual man completely reconciled with the 
commonwealth 一 nay，should he fnd therein the fullest 
satisfaction of his bent toward happiness, then would all 
necessity of the Christian view be done away with，and 
Christianity itself be practically annulled， But as this view 
had originally.sprung from that discord in the human mind， 
so Lhristianity, in its bearings toward the world, fed itself on 
the continuance of that discord, nothing else ; and its ZUpr- 
Dosed Mat11Le1taIC2e must therefore becomethe life-task of the 
Church, so soon. as ever she grew fully conscious of her life- 
spring. 一 

The CVzzslzazt CAziycp had also striven for unity : every 
vital manifestment was to converge in her, as the centre of 
al life， She was not, however life's central, but its termi- 
nal point ; for the secret of the truest Christian essence Was 
Jeath. At the other terminus there stood the natural 
fount of Life itself of which Death can only become master 
throusgh its annihilation : but the power which ever led this 
life towards the Christian-death, was none other than 4e 
late itself 工 he State was the veritable jlifespring of the 
Christian Church ; this latter warred against herself when 
she strove against the State。 What the Church of the 
Middle Ages disputed, in her despotic bwl pozest zeal for 


the Faith,， was the remnant of old pagan ideas which ex- 


Pressed itself in the individual self-sanction of the worldly 
rulers. By imposing on these rulers the duty of seeking 
Willkar”substituted for Unwillkiir ”as bointed out on Page I58. 一 下 R。 
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their authority from divine sanction, through the Church as 
intermediary, she drove them to consolidate the absolute， 
four-square State,s as though she had felt that such a State ， 
was needful to her own existence， Thus the Church was 
obliged at last to help fortify her own antithesis, the State, so 
as to render possible her own existence by making it a 
duajistic one ; she became herself a political might, because 
she felt that she could exist in none but a political world. 
工 he Christian life-view, 一 whose inner consciousness rightly 
speaking, did away with the State, 一 now that it had con- 
densed into a Church, not only became the vindicatrix of 
the State, but she brought its standing menace to the free- 
dom of the Individual to such a pitch that henceforth man's 
-outward-thrust turned towards his liberation from Church 
and State alike, as though to hnd in human life itself afhnal 
realising of the nature of things which he had now beheld 
in their true esscnce. 

But frst the actuality (Jazv&licppetzp of Life and its shows 
themselves，was to be explored in like fashion as the 
actuality of natural Phenomena had been explored by 
. Voyages of discovery and scientihc research， Men's thrust 
directed heretofore to outward things, now turned back to 
the actuality of Social Life; and that with all the greater zeal 
as, after hight to the uttermost ends of the earth, they had 
never been able to rid themselves of these social conditions， 
but everywhere had stayed subjected to them。 What man 
instinctively had Hed from, and yet in truth could never 
fee away from, must at last be recognised as rooted so 
deeply in our own heart and our involuntary view of the 
essence of things human，that a fight from xl to outer 
realms was clean impossible， Returning from ihe endless 
breadths ct Nature where we had found the imaginings 
of our Phantasy refuted by the essence of things，we 


“It will be remembered (Vide Vol LI. page 359) that Wagner，not lon8g 
before writing these lines，had been engaged in collecting materials for a 
drama on the subject of Zaoxrbarora, 一 Simultaneously with his“ Sicgfried ” 
researches, 一 and that at the end of 1849 he had publisheq these materials 
underthetitle of :De 7115belizzpe1t.2 Thatessay (Ce .cpzr。 Vol II,) contains 
& longer cxposition of the present thesis. 一 TR， 
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A\Vere necessarily driven to seek in a plain and lucid con- 
templation of human affairs the selfsame refutation for a 
visionary, a false opinion thereof ; for we felt that we mnust 
.have fed and formed those affairs themselves in the same 
way as we had earlier formed our erroneous opinions of 
the phenomena of Nature， The frst and weightiest step 
toward knowledge consisted，therefore， in grasping the 
- Phenomena of Life according to their actuality : and that, at 
frst,， without passing any judgsment on them, but with the 
single aim to bring before ourselves their actual facts and 
grouping as perspicuously and truthfully as possible， As 
long as seafarers had set before themselves the object of 
discovery according to preconceived opinions, so long did 
they always fnd themselves disillusioned by the _ reality at 
last perceived ; wherefore the explorer of our life-affairs 
held himself freer and freer from Pre-judgment, the surer 
to _ reach the bottom of their actual essence，. The most 
unru 人 ed mode of looking at the naked, undisfgured truth 
henceforth becomes the Poets plumb-line: to seize and 
exhibit human beings and their affairs as they axe and not 
as one had earlier imagined them, is from now the task 
alike of the 也 istorian and of the Artist who fain would set 
before himself in miniature the actuality of Life, 一 and 
palesJeize was the unmatched master in this art， which 
let him hnd the shape for his Drama. 

Yet not ine the actual Drama, as we have seen, was this 
.actuajlity of Life to be portrzyed artistically, but only in 
the describing，delineating Romance ; and that for reasons 
which this Actuality itself alone can teach us. 


Man * can only be comprehended in conjunction with 


”With this paragraph，begins the second of thec three extracts from Objex 
218d DOxzCMa which appeared in the Detxelycpe hdyoxtafj5cpztz1t。 工 bat second cx- 
tract was contained in the number for May 1I85I，and inciuded the succeeding 
Pages，down to the first third of Chapter LIV. ; but with a counsiuerable omis- 
sion (?) from Chapter III.，as will be pointed out zz [co. 一 工 R。 
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men in general， with his Surrounding : man divorced from 
this, above all We ModezNp Ma1 must appear C1 CLL UNzN8S 
1Ne Mosl zjcoMijpjepe1N5BL2.。 The restless inner discord of 
this Man, who between“will' and“can'" had created for 
himself a chaos of tormenting notions, driving him to war 
against himselt to self-laceration and bodiless abandon- 
ment to the Christian death, 一 this discord was not so much 
to be explained, as Christianity had sought to do, from the 
nature of the Individual-man himself as from the confusion 
wrought on this_ nature by an unintelligent view of the 
essence of Society。 Those torturing notions，which dis- 


” turbed this view, must needs be referred back to the reality 


that lay at bottom of them ; and, as this reality,， the in- 
vestigator had to recognise the true condition of Human 
Society.。 Yet neither could this_ condition，in which a 
thousandfold authority was fed upon a millionfold * in- 
justice and man was hedged from man by infranchisable 
barriers，fhrst imagined and then realised, 一 neither could 
lpzs be comprehended out of its mere self;i out of historical 
traditions converted into rights, out of the heart of facts 
and fnally of the spirit of historical events，out of the 
ideas which had called them forth, must it be unriddled. 
Before the gaze of the Investigatomn in his search for the 
human being, these historic facts upheaped themselves to 
so huge a mass of recorded incidents and actions, that the 
medieval 了 Romance's plethora-of-Stuff seemed naked penury 
compared therewith. And yet this mass，whose closer 
regardal shewed it stretching into ever more intricate 
ramifyings, was to be pierced to its core by the searcher 
after the reality of man's affairs, in order to unearth from 
amidst its crushil.g waste the one thing that might reward 
such toil the genuine undishgured Man in all his nature s 
verity.， Faced with an expanse of matters-of-fact beyond 
what his two eyes could grasp, the historical investigator 
must perforce set bounds to his avidity of research。 上 rom 
a broader conjunction，which he could only have sug- 


”In the DAM “和 a thousandfold ” (lcxie1tid1acpe) was here Tepeated，jia 
Place of the later “millionenfache. ”一 TR. 
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gested, he must tear off fragments : by them to shew with 
greater exactitude a closer coherence，without which no 
historical representment can ever be intelligible，。 But even 
within the narrowest bounds, this coherence, through which . 
alone an historic action is understandable' is only to be 
made possible by the most circumstantial setting forth of 
a Surrounding ; in which，again，we can never take any 
sort of interest, until it is brought to view by the liveliest 
description.。 Through the felt necessity of such descrip- 
ftion，the Investigator must needs become a Poet again : 
but his method could only be one opposed outright to that 
of the dramatic-poet， The dramatic-poet compresses the 
Surrounding of his personages into proportions easy to 
take in，in order to allow their Action 一 which again he 
compresses, both in utterance and content, into a compre- 
hensive main-action 一 to _ issue from the essential ' idea "of 
the Individual， to allow this individuality to come to a 
head therein, and by it to display Mans common essence 
along one of its defhnite lines. 

The Romance-writer (Rowzazzidtcpte) on the other hand， 
has to explain the action of an historic chief-personage by 
thbe outer necessity of the Surrounding : in order to give 
us the impression of historic truth，he has above all to 
bring to our understanding the character of this Surround- 
ing, Since therein lie grounded all the calls which determine 
the individual to act xs and not otherwise， In the 
Historical Romance we try to make comprehensible to 
ourselves the man whom we positively cannot understand 
from a purely human standpoint， If we attempt to image 
to ourselves the action of an historic man as downright 
and purely human，it cannot but appear to us highly 
capricious, without rhyme or reason, and in any case un- 
natural, just because we are unable to vindicate the “idea 
of that action on grounds of purely-human nature， The 
idea of an historic personage is the idea of an Individual 
only in so far as he acquires it from a generalljy-accepted 
View of the essence of things ; this generally-accepted view， 
howeven 一 zol being a purely-human one，nor therefore 
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valid for every place and time, 一 fnds its only explanation 
in a purely Historic relation, which changes with the lapse 
of time and is never the same at two epochs，This relation， 
again, and its mutation we can only clear up to ourselves 
by following the whole chain of historic events，whose 
many-membered series has so worked upon a simpler 
historic-relation that it has taken Mizs particular shape, and 
that precisely Mi idea has enounced itself therein as a 
commonly _ current view Wherefore the Individual，in 
whose action this idea is to express itself must be degraded 
to an infnitesimal measure of individual freedom, to make 
his action and idea at all comprehensible to us :一 his idea, 
to be in any way cleared up，is only to be vindicated 
through the idea of his Surrounding ; while this latter， 
again, can only make itself plain in a number of actions， 
which have to encroach the more upon the space of the 
artistic portrait, as only in its most intricate branching and 
extension can the Surrounding，also，become understood 
ofus. 

TIhus the Romance-writer has to occupy himself almost 
solely with a description of the Surrounding，and to 
become understandable he mnust be circumstantial， On 
what the dramatist resupposes， for an understanding of 
the Surrounding，the romance-writer has to employ his 
whole powers of portrayal ; the current view, on which the 
dramatist takes his footing from the frst， the romance- 
writer has to cunningly develop and hx in the course of 
his portrayal， The Drama，therefore，goes from within 
outwards,* the Romance from without inwards. From 3a 
simple，universally intelligible Surrounding，the dramatist 
rises tc an ever richer development of the Individualjlity ; 
from a complex，toilsomely explained Surrounding，the 
romance-writer Sinks .exhausted to a delineation of the 


* In Vol VII.，pages 163-4, of the Cer. .Scpzr. (given in English in No. XVII. 
of 7Ne 4feirler，page 39)，Wagner has shewn this to be the root-idea，Pre- 
”eminentjy，of his 7yzrtaz zwNd Lolde， With regard to the text above, 一 this 
sentence :和 The Drama,”etc,，was in the 局 .7 placed after the two succeed- 
ing ones. 一 工 r。 


IT72  ” ' OPERA AND DRAMA : PART IIL. 


Individual，which， poverty-stricken in itself could be 
tricked-out with individuality by that Surrounding alone， 
In the Drama, a sinewy and fully selfdeveloped individu- . 
ality enriches its surrounding ; in the Romance, the sur- 
rounding feeds the ravenings of an empty individuality. 
.Thus the Drama lays bare to us the Organism of mankind， 
inasmuch as it shews the Individuality as the essence of 
the Species ; ,whereas the Romance shews us the Mechan- 
ism of history, according to which the Species becomes the 
essence of the Individuality.s 。 And thus also，the art- 
procedure in Drama is an oxeazztzc one，in 人 omance a 
Ntecpa1Ntial for the Drama gives us the Mi the 人 Romance 
explains to us the czlzzez the one Shews us the fulness of 
Human nature, the other apologises for .its penury on plea 
of the State.。 The Drama，then，shapes from innermost 
necessity,， the 人 Romance from outermost constraint. 


Yet the Romance was no arbitrary，but 3a necessary 
Product of our modern march of evolution : it gave honest 
artistic expression to life-affairs which were only to be . 
portrayed by it，and not by Drama. The Romance 
made for representing Actuality (J17zxzplecppet 有 bi and its 
endeavour was so Sincere, that at last it demolished itsejl? 
as art-work, in favour of this Actuality. 

Its highest pitch，as an art-form，was reached by the 
-及 omance when，from the standpoint of purely artistic 
necessity, it made its own the Mythos' Plan of moulding 


Reference should here be made to the foot-note on pages 276-7，Vol. LI.， 
containing a passage from FEeuerbach's ZEsse1tie Oo Cpzt5slzCMttty。 In the .AI 
this sentence stood :“ Das Drama deckt uns den Organismnus derz Menschheit 
auf indem die Individualitat in die Gattung aufgeht, 一 qer Roman aber den 
Rechanismus der Ceschichte，nach welchem die Gattung dem Individuum 
2ur Verzehrung vorgeworfen wird ; und so ist ”。。.、, ; Anpglice，“The Drama 
jays bare to us the Organism of mankind，inasmuch as the Individuality 
ascends into the Species, 一 but the Romance tbe Mechanism of history， 
2Ccording to which the Species is Rung before the Individual, for his con- 
sumption ; and thus also”。。。I cannot but think that the original，less 
euerbachian form was，in this case, the better of the two. 一 Moreover，tbe 
”last sentence of this paragraph is an addition made since the .2.44.， but 

2 in all the issues of the loop, 一 TR。 
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ftypes， Just as the medieval romance had welded into 
wondrous shapes the motley shows of foreign peoples， 
lands and climates : So the newer Historical-romance 
sought to display the motleyest utterances of the spirit of 
whole historic periods as issuing from the essence of one 
particular historic individual， In this procedure，the 
customary method of looking at history could but coun- 
tenance the Romance-writer。 In order to arrange the 
excess of historical facts for easy survey by our eye, we 
are accustomed to regard the most prominent personalities 
alone, and in them to consider as embodied the spirit of 
a period， As such personalities，the wisdom of the 
chronicler has mostly bequeathed us the Rulers;i those， 
_ from whose will and ordering the historic undertakings 
and State-economy were Supposed to have issued. The 
unclear 'idea' and contradictory manner of action of these 
chiefs，but above all the circumstance that they never 
really reached their aimed-for goal, allowed us in the first 
Place so far to misunderstand the spirit of history that we 
deemed it _ necessary to explain the .caprice (JazLpzz) in 
these rulers'，actions by higher， inscrutable infuences， 
guiding and foreordering the course and scope of history- 
Those factors (Fap&loxez) of history seemed to us will-less 
tools 一 or if wilful，yet self-contradictory 一 in the hands 
of an extrahuman，heavenly power. The end-results of 
history we posited as the cause of its movement or as the 
goal toward which a higher，conscious Spirit had therein 
.Striven from the beginning.， Led by this view，the ex- 
pounders or setters-forth of History believed themselves 
justifed in deriving the seemingly arbitrary actions of its 
ruling personages from“ideas in which was mirrored Dack 
the imputed consciousness of a governing World-spirit : 
”Wherefore they destroyed the unconscious Necessity of 
these _ rulers' motives of action，and，so soon as they 
deemed they had suf 儿 ciently accounted for those actions， 
they displayed them as arbitrary out-and-out. 一 

Through this procedure alone, whereby historic actions 
could be disfhgured and combined at will did the 人 omance 
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succeed in inventing types, and in lifting itself to a _ certain 
height of art-work, whereon it might seem qualihed anew 
for dramatisation.。 Our latter days have presented us with 
many such an Historical-drama，and the zest of making 
history in behoof of the dramatic form is nowadays so 
great, that our skilled historical stage-conjurors fancy the 
secret of history itself has been revealed for the sole beneft 
”of the play-maker. They believe themselves all the more 
justifhed in their procedure，as they have even made 让 
possible to invest History s dramatic installation s with the 
completest Unity of place and time : they have thrust into 
the inmost recesses of the whole historic _ mechanism, and 
have discovered its heart to be the antechamber of the 
Prince，where Man and the State make their mutual 
arrangements between breakfast and supper.， That this 
artistic Unity and this History, howevem are equal forgeries, 
and that a falsehood can only have a forged effect, 一 太 录 
has establishecd itself plainly enough in the course of our 
Present-day Historic Drama,， But, that true history itself 
is no stuff for Drama, 一 this we now know also ;since this 
了 istorical Drama has made it clear to us，that even the 
及 omance could only reach its appointed height，as art- 
form, by sinning against the truth of history. 

From this height the Romance stepped down again, in 
order while gliving up its aimed-for Purity + as art-work, to 
engage in truthful portraiture of historic life. 

TIhe seeming Caprice in the actions of historical chief- 
Personages could only be explained, to the honour of man- 
kind, through discovering the soil from which those actionas 
sprang of instinct and necessity， As one had earlier 
thought it incumbent to Place this Necessity 4bozye, soaring 
over the historic personages and using them as tools of its 
transcendent wisdom ; and as one at last had grown con- 
_ vinced of both the artistic and the scientific barrenness of 
this view :; so thinkers and poets now sought for this 


“4 Herstellung" 和 in the 忆 .hI，thbis was “Darstellung)” 忒 6 ， 《4 repre- 
sentment, 一 工 R, 
ff“ Reinheit， 一 in the DA this stood as Einheit2 交 eunity. 一 TR， 
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Necessity bel[ozw among the foundations of all 
history， The soil of history i is WMCMNS 50cCL NijwIe 。 人 om 
.fthe individuals need to unite himself with the essence of his 


Species，in order in Society (Ceselxcpa1z) to bring his 


faculties into highest play, arises the whole movement of 
history， The historic phenomena are the outward mani- 
festments of an inner movement ， whose core is the Socialj 


Nature of man， But the prime motor of this nature is the 
7zdzztdpal who only in the satisfaction of his instinctive 
longing for Love (zebeszvexLa1pgeNt) can appease his bent-to- 


happiness， Now, to argue from this natures manifest- 
ments to its_ core, 一 from the dead body of the completed 
Fact to go back upon the inner life of man's social bent 
from which that fact had issued as a ready, ripe, and dying 
fruit, 一 in is was evinced the evolutionary march of 
modern times. 


What the Thinker grasps by its essence， the Poet seeks 


to shew in its phenomena ; the phenomena of human 
- Society，which pe, too, had recognised as the soil of history， 
the Poet strove to set before him in a conjunction through 
which he might be able to explain them.。 As the most 
seizable conjunction of social phenomena he took the 


wonted surroundings of Burgher-life，in order by their ， 


_description to explain to himself the man who，remote 
from any participation in the outward facts of history,，yet 
seemed to him to condition them. 瓦 oweven this DzzepNer 
50ctEtj as T have before expressed myselb”was nothing bnut 
aa precipitate from that history which weighed upon 让 
_ from above 一 at least in its outward form， Without a 


doubt，since the consolidation of the modern State，the 


world s new life-stir begins to_ centre in the burgher class : 
the living energy of /zsloxzc phenomena weakens down in 


direct ratio as the burgher class endeavours to bring its 


-claims to tell upon the State， ”But precisely through 
its inner lack of interest in the events of history, through 
its dull， indifferent looking-on，it bares to us the burden 


wherewith they weigh it down，and under which it 


* See page 140. 一 TR. 
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shrugs its shoulders in resigned ill-will， Our Burgher 
society is in so far no living organism，as its shaping is 
effected from Above, by the reaction of historic agencies. 
The pbhysiognomy of Burgher society is the fattened， 
qdishgured physiognomy of history,，with all its expression 
washed out : what the latter expresses _ through living 
_ motion in the breath of Time, the former gives us in the 
dull expanse of Space.。 But this physiognomy is the mask 
of Burgher-society，under which it still hides from the 
human-seeking eyethe Man himself : the artistic delineators 
of this society could only describe the features of that 
mask, not those of the veritable human being ; the more 
faithful was their description, the more must the artwork 
lose in living force of expression. 

If then, this mask was lifted, to peer beneath it into the 
unvarnished features of human society，it was inevitable 
that G cpaos oF zx1tLoveEli1NESS CN .101712LESS11CSS Should be the 
first to greet the eye， Only in the garment of History had 
the human being 一 bred by this history, and by it crippled 
and degraded from his true sound nature, 一 Preserved an 
aspect at all tolerable to the artist， IThis garment once 
renioved, we were horrihed to see -~othing but a shrivelled， 
loathly shape, which bore no trace of resemblance to the 
true Imman, Such as ozxy UoxgNAA had pictured in the fulness 
of his natural essence ; no trace beyond the sad and suffer-. 
ing glance of the stricken unto death, 一 that glance whence 
Christianity had derived the transports of its inspiration 
(SezNE SCpZOG1IUE1U5SCNE DeegetSteza11B The yearner for Art 
turned away from this sight : like Schiller to dream him 
dreams of beauty in the realm of Thought ; or like Goethe， 
to Shroud the shape itself in a cloak of artistic beauty, 一 So 
well as it _ could be got to hang thereon。 Ris .romance of 
“ Wilhelm Meister ”was such a cloak, wherewith Goethe 
tried to make bearable to himself the sight of the reality:; 
it answered to the naked reality of Modern Man for just so 
far as he was conceived and exhibited as strugsbling for an 
artistically beautiful Form， 

Up to then the human shape had been veiled, no less for 
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the eye of the historical student than for that of the artist， 
in the costume of History or the uniform of the State : this 
costume lef free play to fancy, this form s to disputations。 
Poet and Thinker had before them a vast assortment of 


discretionary shapes，among which they might choose at 


their artistic pleasure or arbitrary assumption a garment 
for the human being, whom they still conceived alone in 
that which was wrapped about him: from without. Even 
Philosophy had allowed this garment to lead her astray, in 
respect of man's true nature ; while the writer of Historical 
romances Was 一 in a certain Sense 一 a mere costume-drawer. 
With the baring of the actual shape of modern society， 


the Romance now took a more Practical stand : the poet + 


could no longer extemporise artistic fancies, now that he 


had the naked truth unveiled before him, the actuality that 


flled the looker-on with horron pity and indignation。 His 
business was only (Ex bxazxcpile UptUz) to display this actuality， 


without allowing himself to belie it 一 he needed onljytio 


feel pity, and at once his passion became a vital force， He 
still could poetise (dizcpiez)，when he was bent alone on 


portraying the fearful immorality of our society: but the 


deep gloom, into which his own portrayings cast him, drove 


away all pleasure of poetic contemplation, in which he now 


could less and less delude himself ; it drove him out into the 
actuality itself，there to strive for human societys now 


recognised real Need。 On its path to practical reality he 
Romance-poem，too，stripped-off yet more and more its. 


artistic garment : its possible Unity, as art-form,，must part 
itself 一 to operate through the intelligence 一 into the prac- 
tical plurality of everyday occurrences。 An artistic bond 
was no longer possible, where everything was struggling to 
.dissolve，where the strenuous bond of the 也 istoric State 
was to be torn asunder， Ihe Romance-poem turned to 

4 In the D. 1. Uniform。 一 TR. 

+ Just as we found the verb “dichten ”used in a wider sense than “to 
make poetry,”” so we fnd our author here 一 and in fact，in many another 
passage 一 using the noun “Dichter ”to cover a wider field than that of the 


4 Poet ”strictly so-called, 一 In the remainder of the paragraph we have the 
4Ibsen question ' put in a nutshell a whole generation before it arose. 一 工 有 。 


M 


1I78 OPERA AND DRAMA ; PART IL 


_JotuzNaLikMi ， its content hew asunden into popi1ieal CNXCLCS ， 
its art became the .rpetozzc oy 1pe 7T7yzbxme， the breath of its 
-discourse 3a 32U1NUMNONS 10O 86e jp0bL. 


Thus the Poets art has turned to jpopbcs ， no one now 
_can poetise，without politising. Yet the politician will 
never become 3a poet，precisely _ until he ceases to be a 
”politician : but in a purely political world” to be zol a 
politician, is as good as to say one does not exist at all ; 
whosoever at this instant steals away from politics (zwez 
SZ2Cp Jet2l Nocp MU11E1 CEz Po61i2 NtNUUEBSltell) he only belies 
his own being，The Poet cannot come to light again, until 
we have no more Politics. 

Politics, however, are the secret of our 二 and of the 
state of things therefrom arising. apoleonp put this clearly. 
He told Goethe that : the role of Fate in the ancient world 
is flled, since the empire of the Romans by Polzlzcs。 Let 
us lay to heart this saying of him who smarted in St 
也 elena! In itis briehy summed the whole truth of what 
we have to comprehend before we can come to an under- 
standing，also，about the Content and 三 Form of 
Drama。 


”In the Dexwlrchpe hoxnpa15scphzti1 in Place of “world ”there appeared 
4 Zeit， 一 je. 《time ”or era 一 While the “noch ” (1it. as yet ") was 
absent from the clause which I have cited in brackets。， These changes are only 
of importance as fxing the exact shade of meaning our author wished to 
convey; but that meaning has acquired additional signifhcance owing to the 
half blundering，half majlicious assertions of those members of the English and 
German Press who have accepted Ferd，Praeger's miiquotations as gospel， 
一 Ta 


TIL， 


一 -一 一 


| [上 (Creek CC1e is the 32NNCEY VCUp7C-1N1CC2SS117， 
sy 光 | from Which the Greek 一 pecaxse hp di mot 
UNd2x5t1ONQ 21 4 一 Sought refuge in the arbi- 
5 trary political State Oxwr Fote is the 
.arbitrary political State，which to us shews itselft cs CN 
OULe1 NeEce5jtzty for the maintenance of Society ; and from 
.Which we seek refuge in the Nature-necessity,， because we 
have learnt to understand the 1latter and have recognised 
it as the conditionment of our being and all its shapings, 
-The Naturenecessity utters itself the strongest and the 
most invincibly in the physical life-bent (Zebexzslyizep) of the 
L7tdtzzt410L 一 less understandably, howeven and more open 
to arbitrary interpretings，in the EUizcial zzEZWS oF yoctety 
by which the instinctive impulse of the State-included 
Individual is fnally infuenced or judged. The life-bent of 
the Individual utters itself forever zezy and dizecty，but 
the essence of Society is xse acNd zotl and its“view”a 
MeEdi4ted one.， Wherefore the“view ”of Society， so long 


.as it does not fully comprehend the essence of the 


Individual and its own genesis therefrom, is a hindering 
and a shackling one ; and it becomes ever more tyrannical 
in eXact degree as the quickening and innovating essence of 
the Individual brings its instinctive thrust to battle against 
habit. 有 人 ecognising this thrust as a disturbance, from the 
standpoint of his ethical Wont, the Greek misinterpreted 
it in this wise : that he traced it to a conjuncture in which 
the individual agent was conceived as possessed by an infu- 
ence robbing him of his freedom of action, of that freedom 
in which he would have done the ethically (sztixzc2) wonted 
thing， Since the Individual, through his deed committed 
.against ethical Wont, had ruined himself in the eyes of 
“JIn place of this parenthesis, the D. 41. had “weil er sie der Sittlichen 


Gewohnhbeit gegeniiber endlich missverstand,”i.e. 《because at last, in face of 
<ethical habit (or use and wont ')，he Niunderstood it 一 工 R。 
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oOciety (wo de Ceselscpa1l ;but yet，with [later] con- 
science of his deed, in so far re-entered the pale of Society 
aS he condemned himself by its own conscience (CU4 
ZNzeM Dez0U551get1z SEN 。 So the act of unconscious sinn- 
ing appeared explicable through nothing but a curse which 
frested on him without his personal guiltiness。 This curse 
一 represented in the Mythos as the divine chastisement for 
aa primordial crime, and as cleaving to one Special stock 
until its downfall 一 is in truth nothing other than an em- 
bodiment of the might of Instinct (ZVzzzotlLpUz) working in 
the unconscious, Nature-bidden actions of the Individual ， 
whereas Society appears as the conscious，the capricious 
〔《J7zLEUzlicpej, the true thing to be explained and excul- 
pated.， xplained and exculpated will it only be, howevem， 
when 帮 manner of viewing is likewise recognised as an 
instinctive one，and its conscience as grounded on an 
erroneous view of the essence of the Individual.* 

Through the [yt of Cdzjpzps signihcant in so many 
other respects, let us make clear to ourselves this relation. 


Cdzjpzisy had slain a man who affronted and finally drove 
him into self-defence， In _ this，public opinion found no- 
thing worthy of condemnation ; for such-like cases were of 
common occurrence, and to be explained on the universally 


* Here the corresponding passage in the 忆 . Mf，continues thus : “This 
knowledge，however，could never be won by the givers and guarders of the 
Law，under whose hands Society，feeling itself entitled to absolute authority 
(abrolauul bexrecp1xpt)，at last hardened itself into the State, and from whom it was 
demapded that according to an imagined “norm “they should make secure 
against the perceived imperfections of its actual existence that Society itsel 
Which had been unsettled from its habit by the action of the Inodividual， Yet 
that these politicians retained the very imperfections which had come to light 
of day ”&c., 一 the sentence then dovetailing into one that occurs on Page 82: 
of the Cex. .cpz。 Vol IV。(the present being page 69 of that volume)，and wii 
be noticed hereafter。 The whole of the account of the CEdipus and Antigone 
myth was thus omitted in that magazine, 一 OF rather，appears to have been. 
.edded for the frst edition of this book。 As this subject，however, is too com- 
plex for treatment in a Note, 工 have relegated it to the“Translators Preface 
Lo the present volume. 一 工 R。 
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intelligible principle ofthe necessity of warding off an attack。 
Still less did Cdipus commit a crime, in that, as payment 
for a beneht conferred upon the land, he its Wicowea 
Queen to wife. 
But it transpired that the slaughtered man was not only 
the husband of this Queen, but also the .father 一 and thus . 
his widowed wife the mother 一 of CEdipus himself 
To men the reverence of children for their father their 
love toward him, and love's eagerness to cherish and pro- 
tect him in old age, were such instinctive feelings, and upon 
these feelings was so founded of itself the most essential 
ground-view (CxzjtdajscpaxtUMNpo) of human beings united by 
that very view into a Society, that a deed which wounded ， 
these feelings in their tenderest spot must perforce appear 
to them both incomprehensible and execrable， These 
feelings, moreover were So Strong and insurmountable that 
even the consideration, how that father had fhirst attempted 
the life of his son，could not overpower them : certainly 
there was recognised in the death of Laius a punishment for 
that earlier crime of his, so that we are unmoved by his 
destruction ; nevertheless，this circumstance was incompe- 
tent to quiet us in any way concerning the deed of (Cicazjpxpss 
from which nothing could remove the stain of parricide. 
Still more violently was roused the public horror by the 
circumstance that (Edipus had wedded his own mother 
and begotten children of her. 一 In the life of the Family 
一 the most natural，albeit the most straitened basis of 
Society 一 it had been established quite of itsel8 that be- 
twixt parents and children, as betwixt the children of one 
pain there is developed an inclination altogether different 
from that which proclaims itself in the sudden，violent 
commotion of sexual love。 In the Family the natural ties 
between begetter and begotten become the ties of Wont ; 
and only from out of Wont again, is evolved a _ natural in- 
clination of brothers and sisters toward one another.， But 
the first attraction of sexual love is brought the stripling 
by an unwonted object，freshly fronting him from Life 
itself ; this attraction is so overpowering, that it draws him 
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from the wonted surroundings of the Family，in which 
this attraction had never presented itself and drives him. 
forth to journey with the un-wonted， Thus sexual love is 
the revolutionary, who breaks down the narrow conftnes of 
the Family， to widen it itself into the broader reach of 
hunman Society， The intuition of the essence of family- 
love and its distinction from the love between the sexes is 
therefore an instinctive one, inspired by the very nature of 
the thing : it rests upon 了 xperience and Wont，and 1is 
therefore a view which takes us with all the strength of 
an insuperable feeling, 

CEdipus，who had espoused his mother and begotten 
children of her is an object that flls us with horror and 
loathing, because he unatonably assaults our z0ojtled rela- 
tions towards our mother and the views which we have 
based thereon. 

But if these views, now thriven into ethical conceptions 
《5S2UtcNpe1t PEp7yz1je1tj Were of so great Strength only because 
they had issued instinctively from human nature's feeling， 
then we ask: Did CEdipus offend against this Human 
Nature, when he wedded his own mother ?一 Most certainly 
not. 王 lse would revolted Nature have proclaimed her 
wrath，by permitting no children to Spring from this 
union : yet Nature，of all others，shewed herself quite 
willing ; _/ocaslae and Cdzjzps，who had met as two un- 
wonted objects, loved each other ; and it was only at the 
instant when it was made known to them from without 
that they were mother and son，that their love was first 
disturbed, 一 CEdipus and Jocasta hzzezo not in what social 
relation they stood to one another : they had acted un- 
consciously, according tc the natural instinct of the purely 
human Individual ; from their union had sprung an enrich- 
ment of human Society, in the persons of two lusty sons and 
twonoble daughters,onwhom henceforth,as on their parents， 
there weighed the irremovable curse of that Society。 The 
hapless pair，whose Conscience (Bezuxssfezjt) stood within 
the pale of human Society, passed judgment on themselves 
When they became conscious of their unconscious crime : 


THE PLAY AND DRAMATIC POETRY。 TI83 


by their self-annulling, for sake of expiation, they proved 
the strength of the social loathing of their action, 一 that 
loathing which had been their own through Wont，2eze7z 
be1oxe the action itself ;but in that they had done the deed,。 ， 
despite this social conscience，they testihed to the far 
greater，more resistless might of unconscious individual 
Human Nature. 

How full of meaning it is，then，that ES this 
CEdipus had solved the riddle of the .9Sppzzxz 六 Tn advance 
he uttered both his vindication and his own condemnal， 
when he called the kernel of this riddle hfanw. From the 
halfbestial body of the Sphinx, there fronted him at first 
the human Individual in its subjection to Nature : when 
the half brute-beast had dashed itself from its dreary 
mountain-stronghold into the shattering abyss below, the 
shrewd unriddler of its riddle turned back to the haunts of 
men ; to_ let them fathom，from his own undoing，the 
whole, the Social Man. When he stabbed the light from 
eyes which had famed wrath upon a taunting despot had 
streamed with love towards a noble wife, 一 without Power 
to see that the one was his father the other his mother 一 
then he plunged down to the mangled carcass of the 
5phinx whose riddle he now mnust know was yet unsolved. 
一 LIt is ze who have to solve that riddle, to solve it by 
vindicating the instinct of the Individual from out Society 
itselfj whose highesb still renewing and re-quickening 

”Wealth, that Instinct is. 一 


But let us next pursue the wider circuit of the CEdipus- 
saga, and see how .9octetys behaved itsel and whither its 
Imoral conscience went astrav ! 一 


From the strifes of the sons of CEdipus there fell to 
Cyeoz，brother of Jocasta，the rulership of Thebes、 As 


4 4 Geselljschaft "一 not to break our author's chain of argument by swerving 
from the one equivalent，I ,must beg readers to remeinber that the primary 
meaning both of 4 Society”and 和 Gexellrihpaz ”ia fellowship，or associa- 
tion， 一 工 R， 


一 可 ”mr 一 
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lord, he decreed that the corpse of Popymptcew one of these 
ftwo sons, 一 who together with Cleocler the other had fallen 
in mutual combat, 一 should be given unburied to the winds 
and vultures, whilst that of Eteocles was interred with all 
befhitting pomp : whoever should act in contravention of 
the edict，should himself be buried alive， 4Lztwompe the 
.Sister of both brothers, 一 She who had followed her blind 
father into banishment 一 in full consciousness defhed the 


edict，interred the corpse of her outlawed brother and 


suffered the appointed punishment. 一 Here we See Upe 
<。Lak，which had imperceptibly waxed from out the 
Society，had fed itself on the latters habit of view，and 
had so far become the attorney (extoelez) of this habit 
that now it represented abstract Wont alone， whose core 
is fear and abhorrence of the thing unwonted。 Armed 
with the power of this Wont，the State now turns upon 
Society itself, to crush it ; inasmuch as it wards from it the 
natural sustenance of its being，in the holiest and most 
instinctive social feelings. The above-recited mythos 
shews us plainly how this came aboub 让 we will only 
regard it a little closer， 


What profit had Creon， from the decreeing of such a 
ruthless edict And what made him deem it possible， 
that such an edict should wol be abrogated by the general 
indignation of his people， Eteocles and Polynices, after 
the downfall of their father，had agreed to divide their 
inheritance, the rulership of Thebes, in this wise : that they ， 
should administer it by turns， 了 teocles, who was the first 
to enjoy their common birthright，refused to make it over 
to his brother，when Polynices at the appointed time 
returned from voluntary exile to enjoy his spell of govern- 
ment。、 Thus Eteocles forswore his oath， Did oath- 

revering Society mete him punishment therefor?》 No: 让 
”Supported him in his designs，designs which rested on a . 
broken oath， 瓦 ad men already lost all reverence for the 
Sacredness of oaths ，”》 No，on the contrary : they cried 
aloud to the Gods, deploring the forswearal, for they feared 


过 
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让 would be avenged， Bub despite their evil conscience， 
_ the citizens of Thebes acquiesced in the conduct of 
。 卫 teoclcs，because the oath's obyect the compact sworn 

between the brothers, at the moment seemed to them far 
.more fagitious than the consequences of an act of perjury， 
which might . haply be .circumvented through gifts and 
Sacrifices to the Gods， What pleased them not was a 
change of rulers, a constant innovation, because Wont had 
-already become their virtual lawgiver. Moreover in this 
”taking sides for Eteocles the citizens evinced their practical 
sense” of the nature of Property, 一 which everyone was 
-only too glad to enjoy alone，without sharing it with 
another. 上 ach citizen who recognised in Property the 
guarantee of wonted quieb was zbpyo Jecto an accomplice of 
the unbrotherly deed of Eteocles, the supreme Proprietor。 
The might of self-serving Wont thus lent support to 
了 teocles ; whilst against it fought the defrauded Polynices 
with all the heat of Youth， In him there only dwelt the 
feeling of an injury meet to be avenged : he assembled a 
host of like-feeling hero-hearted comrades, advanced upon 
the citadel of broken oaths，and summoned it to _ drive 
_from. out its walls the birthright-robbing brother.， This 
mode of dealing, albeit prompted by a throughly justihable 
Wrath, yet appeared to the good citizens of Ihebes as but 
another monstrous crime; for Polynices was unconditionally 


.avery bad jpat1yzzol when he besieged his father-city。 Ihe 


friends of Polynices had gathered from every race: 3 
purely human interest made them favour the cause of 
Polynices ; wherefore they represented the Purely-human， 
Society in its widest and most natural sense, as against 3， 
straitened，narrow-hearted，self{-seeking society which was 


”imperceptibly shrinking，under their attacks，into the 
”ossihed State. 一 In order to end the lengthy war the 


brothers called each other forth to single combat : botp fc 


upon the field. 一 


“TInstinkt”in the German; but Wagner so generally uses the word 
4 Unwillkur”for our notion of instinct,” that the latter term would onl7 
prove confusing here, 一 TR， 
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The crafty Creon now surveyed these incidents in their 
conjunction, and recognised therein the essence of Public 
Opinion ; seeing its kernel to be nothing but Wont，Care， 
and dislike of Innovation， The ethical view (szt10icpe 


-4114cpat1MNB) of the nature of Society 一 which had still 
been so strong in the great-hearted CEdipus that，from 


loathing at his own unconscious outrage on it he had 


annulled himself 一 lost its power in exact degree as the 


Purely-human，which inspired it，came into conflict with 
the strongest social interest, that of absolute Wont, i.e. of 
joint selfseeking.， Wherever this ethical conscience fell 
into conflict with the Practice of society, it _ severed from 
the latter and established itself apart as Keleto1t ， Whereas 
Practical society shaped itself into Ze .lale， Lozalzty 
(Sittlichkeit)， which in Society had heretofore been some- 


thing warm and living, in Religion remained merely some- . 


thing ozxeb something wished, but no longer able to be 
carried out. JIn the State，on the contrary，folk acted 
according to the Practical judgments of Utility; and,， 证 
the moral conscience came by an offence, 一 why! it was 
apPpeased by religious observances quite innocuous to the 
State.。 Herewith the great advantage Was this，that one 
gained Someone, both in Religion and State, upon whom 
to Shi 化 ones sins : the crimes of the State the Prince* 


must smart for but the Gods had to answer for offences 


against religious ethics, 一 了 teocles was the Practical scape- 
goat of the new-made State : the consequences of his oath- 
break, the accommodating Gods had had to bring home to 
him ; but the stability of the State 一 SO they hoped，at 
leasb though alas it did not so turn out ! 一 the valiant 


* Thbe later Demrocracy was the open taking-over of the scapegoat's o 儿 ce by 


the united body of citizens ; herewith they admitted that they bad so far come 
to a knowledge of themselves,， as to know that they were themselves the basis 
of the royal Caprice。 Here, then，even Religion openly became an art, and 
tbe State a cockpit for the egoistic personality。 In fight before the individual 


Instinct，the State fell into the hands of the individual Caprice of forceful 


bersonalities ; after Athens had cheered an 4Lizbzades to the echo and deihed 
2 .Demhclyzz29 at last it jicked，with ease and comfort，thbhe spittie of a Nexo. 一 
有 RICHARD WAGNER。 
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citizens of Thebes were to enjoy all to themselves。 Who- 
ever felt inclined to offer himself anew as such a scapegoatt 


was therefore to them most welcome: and that was the 


Crafty Creon，who well knew how to make his own 
_arrangements with the Gods; but not the overheated 
Polynices, who for the simPple breaking of an oath, forsooth， 

had knocked so rudely at the good city's gates. 


But，from the intrinsic cause of the Laids' tragic 人 ate， 
Creon further recognised how extremely indulgent the 
Thebans were toward actual crimes，provided only they 
did not disturb the peaceful burghers' Wont， ITIhe father 
Laius had been warned by the Pythia that a son, as yet 
un-born,， would one day murder him， Merely to forestall 
any public annoyance，the honourable father gave secret 
orders to slay the_ newborn child, in some secluded spot- 
In_ this he shewed himself most considerate toward the 
moral sentiment of the Theban burghers，who，had the 
execution been carried out under their very eyes would 
simply have resented the scandal and been obliged to 
pray an unwonted amount to their Gods, but would by no 
means have felt the horror needful to impel them practic- 
ally to hinder the deed and punish the conscious murderer 


.of his son ; for their horror would at once have been 
choked down by the consideration, that through this deed 


.at least the public peace would be Preserved, whereas 让 
-must have been disturbed by the .son 一 who，in any case， 
could only turn out a ne'er-do-weel， Creon had remarked 
that, on discovery of the inhuman deed of Laius, that deed 
_ itself had，strictliy speaking，called forth no righteous in- 
dignation ; nay， that everyone would certainly have been 
better pleased, had the murder been really consummated， 
for Me everything would have gone smoothly, and there 
， WwWould have been no such atrocious Scandal as that which 
had so terribly upset the burghers for many 3a weary year. 
Caxutel and Oxdem even at the cost of the imnost despicable 
outrage on human nature and the wonted morality itself 
一 at the cost of a conscious, deliberate murder of a_ childa 
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by its own father prompted by the most unfatherly self- 
regard, 一 this Quiet and Orier were at any rate more worth 
considering than the most_ natural of human sentiments, 
which bids a_ father sacrihce himself to his children，not 
them to pzMt. 一 What, then, had this Society become, whose 
natural moral-sense had been its very basis? The dia- 
metrical opposite of this its own foundation : the repre- 
sentative of zxmzmorality and hypocrisy， IThe poison which 
had palsied it however was 一 zeE-Cjzdz0oztt The passion 
for useand-wont, for unconditional quieb betrayed it into 
stamping down the fount from which it might have ever 
kept itself in health and freshness ; and this fount was the 
free，the selfdetermining Individual， Moreover，in its 
utmost palsy，Society has only had morality brought back 
to it，i.e. the truly pzzzaNpt morality, by the Individual ; by 
the_ Individual who，of the instinctive thrust of Nature'S- 
necessity，has lifted up his hand against and morally 
annulled it This glorious vindication of genuine 也 uman 
Nature, also, is further inscribed in plainest letters on the 
world-historical myth we have before us， 


Creon had become ruler : in him the people recognised 
the legitimate successor to Laius and Eteocles; and this 
he confhrmed in the eyes of every burgher，when he 
doomed the corpse of unpatriotic Polynices to the terrible 
shame of lack of burial, and thus his soul to eternal unrest， 
This was an edict of the highest political wisdom : by 让 
Creon cemented his rule，inasmuch as he vindicated 
Eteocles, who by his oath-break hadq preserved the Quiet 
of the burghers ; and inasmuch as he thus gave plainly to 
be understood that he，too，was willing to maintain the 
State in quiet and order by taking on his shoulders 
the burden of every offence against true human morals, 
Through his edict he at like time gave the Surestb strongest 
proof of his friendly disposition toward the State: he 
Struck Humanity across the face, and cried 一 long live the 
State ! 一 

In this State there was but one sorrowing heart，in 
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which .the feeling of Humanity had sought a shelter :一 it 
was the heart of a sweet maiden，from whose soul there 
sprang into all-puissant beauty the fower of Zoze. 
Antigone knew nothing of politics 盖 %pe [red 一 Did she 
try to play the advocate for Polynices ) Sought she for 
special pleadings, points of circumstance or lawful right, to 
explain his mode of dealing, to exculpate or justify his 
deed :一 No ;一 She loved him. 一 Was it becaxse he was her 

brother，that she loved him ;一 Was not Eteocles her 
brother too, 一 were not CEdipus and Jocasta her parents ? 
After the horrors that had come to pass, could she think . 
of her family ties without a shudder ” From them，the 
hideously disrupted ties of nearest nature，was she to win 
the Strength for Love ;一 No, She loved Polynices because 
of his misfortune, and _ because the highest power of Love 
alone could free him from his curse。 What, then, was this 
love, which was not the love of sex, not love of child to 
parent，not love of sister for her brother ?一 It was the 
topmost Hower of all， Amid the ruins of love of sex, of 
parents, and of brethren, 一 which Society had disowned and 
the State annulled, 一 there sprang，from the ineradicable 
seed of all these loves, the fullest fower of Zixe 局 xzCN- 
love. 
Antigone's love was .Jp co15czoU5. She knew，what 
she was doing, 一 but she also knew that do it she mnust， 
that she had no choice but to act according to loves 
Necessity ; she knew, that she had to listen to this uncon- 
scious, strenuous necessity of Seb-cjN1NUNtUClto1t 2 10e ctUie 
or syMijpatlpy ， and in this consciousness of the Unconscious 
she was alike the perfect Human Being，the embodiment 
of Love in its highest hll and potence, 一 Antigone told the 
godly citizens of IThebes : Ye condemned my father and 
my mother，because they lovedqd unwittingly; but ye con- 
demned not Laius, the witting murderer of his son, and ye 
sheltered Eteocles，his brothers foe : condemn then Me2， 
who deal from pure human-love alone, 一 SO is the measure 
of your outrage brimmed ! 一 一 And lo ! 一 pe [areczuyzise Of 
LNlUoNe CNNULEL 1e .la1e /一 No hand was stirred to save 
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her, when she was led to death。 The State-burghers wept， 
and prayed the Gods to take away the pain of pity for the 
wretched girl.; they followed her with words of comfort : 
that so it was and so it must be ; that the quiet and order 
of the State，alack! required Humanity to be made a 
victim ' 一 But there，where all Love was born，was also 
born high Love's avenger，A stripling burned with sudden 
love towards Antigone; to his father he disclosed his 
plight， and begged that fathers love to spare the victim : 
harshly was he thrust aside。 IThen the stripling stormed 
his loved one's grave, that grave Which had erst received 
her living : he found her dead，and with his sword he 
pierced his loving heart. But this was the son of Czeozp， 
the son of the State personifhed : at sight of the dead body 
of the son who through Love perforce had cursed his 
father, the ruler became again a father. The sword of his 
son's love drove a deadly gash into his heart : wounded 
deep within，We .tale fell crashing to the ground，to 
become in death a ZazxpMhajN DBetzzpeo 一 

O Nom 4zlzpote 1/ o1 1pee 7 cm 1 EL 200VE ZN ba1NtNE1 
1Zat bezzeiajip zl 70eE CeE511zoN ad et yedeeMi /一 


让 一 


Wondrous ! that when the modern Romance had turned 
to _ Politics and olitics become a bloody field of battle ; 
when the FEoet， in anxious yearning for the sight of a 
perfect art-form, induced a ruler to command the perform- 
ance of an old Greek tragedy 一 this tragedy should have 
been none other than our“Antigone.” One sought for 
the work in which Mzs czt10z1pt Z003 SHEez0Nt Ne Net and 
lo ! 一 it was Precisely the work whose cozpteNl z00S ZNe 1zUpyeSt 
LSSE1NCE OF NtUpMCNZUN，the destructrix of the State! 一 How 
rejoiced were the learned old children, at this“Antigone ，” 
in the Court-theatre of Potsdam ! TIhey got strewn upon 
them from on high the roses which“Faust's”redeeming 
host of angels scatter down upon the tail-decked “devils 
thick and thin，with short and straight，and long and 
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crumpled horns :”*” but alas! the roses only roused in 
them that repulsive itching which they kindled in Meph- 
jistopheles, 一 not Love ! 一 The“ 了 Eternal Womanly drew” 
them not“up”but the eternal old-womanly (da ezozz 
丈 ezOxscpe) brought them wholly down ! 一 


mm 


The incomparable thing about the Mythos is, thatitis 
true for all time, and its content, how close soever its com- 
pression, is inexhaustible throughout the ages， The onjly 
task of the Poet，was to expound it， Even the Greek 
tragedian did not always stand in full unconstraint before 
the myth he had to expound : the myth itself was mostly 
juster to the essence of the Individuality，than was the 
expounding poet TIhe tragedian had completely taken 
up the spirit of this Mythos into himself howevem in so 
far as he made the essence of the Individuality the irre- 
movable _ centre of his artwork, from which the latter fed 
and refreshed itself on every hand.， So undishgured stood 
before the poets soul this all-begetting essence-of-the- 
individuality，that therefrom a Sophocleian 471ax and 
PHptiocfeles could Spring forth, 一 heroes whom no .sidqe- 
glance at the prudent worlds opinion could lure from 
their nature's self-annihilating Necessity and truth, to drift 
into the shallow waters of Politics, on which the weather- 
wise LVsses understood so masterly to ship him to and 
fro. 

To-day we only need to faithfully expound the MLp co 
人 dzjxis according to its inmost essence and we in it win 
an intelligible picture of the whole history of mankind， 
from the beginnings of society to the inevitable downfall 
of the State， The necessity of this downfall was foreboded 
in the Mythos : it is the part of actual history (Cex z027A- 
Licpezz Cescpzcple) to accomplish it 

Since the_ establishment of the popzlzcal .1oele no single 


* From the stage-directions "of the penultimate Scene of Goethe Sazppt 
-一 下 R， 
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step has been taken in history but, let it be directed with 
never SO deliberate aim to that State's _ consolidation, has 
jed towards its downfall， The State，as CZb51yactwp1p， has 
.been ever on the point of going under, or more correctly， 
it has never so much as come to actuality ; merely States 
2 CONiye1o have found 一 in perpetual change, as constantly 
incipient variations of an inexecutable theme 一 a violent， 
but yet an ever interrupted and contested footing.， IThe 
State, as Cb5lziactpMz is the fxed-idea of well-meaning but 
mistaken thinkers, 一 as cozcyetziMji the booty for the caprice 
of forceful or intriguing individuals who fll the pages of 
our history with the record of their deeds.， With this 
concrete State 一 whose substance Louis 和 久 IV。 correctly 
designated as NAzINLSeb 一 we need not further occupy our- 
selves ; 26 kernel，also, is bared us in the 下 dipus-saga: 
as the seed of all offences we recognise the yziLez5p 砂 of 
Laius，since for sake of its undiminished possession he 
became an unnatural father， From this possession grown 
into an ozw7zez5pt27 (上 igenthum) which wondrously enough 
is looked on as the base of all good order, there issue all 
the crimes of myth and history. 一 Let us keep our eye upon 
the abstract State alone， The Thinkers of this State 
desired to plane down and equalise the imperfections of 
actual Society，according to a thought-out “norm ': yet 
that they retained these very imperfections+ as a given 
thing，as the only thing to ft the“sinfulness" of human 
mature, and never went back to the real Man himself -一 who 
from his at frst instinctive, but at last erroneous views had 
called_ those inequalities into being，exactly as through 
五 xperience and the consequent correction of his errors he 
must also bring about, quite of itself, th> perfect Society， 
ie. one answering to the real Needs of mem, 一 this was the 
多 rand error through which the Political State evolved 
itself to the unnatural height whence it fain would guide . 
our Human Nature far below ; that nature which it diq 

s Here we are brought back to the text as also contained in the Zeriiicpe 


Lozzalrschzi1 yexcept that“individual ”there occurred before “ Man, ”and 
the clause “ie。one answering to the real Needs of men ”was absent, 一 TR， 
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not understand at all and understood the less the more 让 
fain would guide 让 

The Political State lives solely on the vzces oj society， 
Whose vizdwesy are derived solely from the hpram zzdivzdz- 
Upality， Faced with the vices of society， which alone it can 
cspy， the State cannot perceive the virtues which society 
acquires from that individuality.* In this situation it [the 
State] weighs on 95ociety to Such a degree, that the latter 
further turns its vicious side towards the Individuality, and : 
thus must finally dry up its every source of sustenance were 
the Necessity of individual instinct not stronger of nature 
than the arbitrary notions of the politician. 一 In their“Fate" 
the Greeks mistook the nature of the Individuality，be- 
cause it disturbed Society's moral-wont : to battle against 、 
this Fate, they armed themselves with the political State-。 
Now，oxw7j Fate is the political State，in Which the free 
Individuality perceives its destroying Destiny (cpzcp5al). 
But the essence of the political State is capztce，whereas 
the essence of the free Individuality is zecesszty.+ Fron 
out this Individuality,，which we have recognised as in the 
right (ab das Bexecptzgte) in its thousand-years' battle with 
the Political State, 一 from this 加 oxbaxztz5e+f Society, is the 
conscious task imposed upon us for the Future， But to 
bring Ze xcoj15cz0US Zbazt of human nature to co1SCZ0USNESS 


”In the D. 4[. “aus der Unwillkiir der menschlichen Individualitit， 一 i.e。 
“from the Instinct of that human indqividuality.” Further，the immediately 
preceding sentence contained “the Individual (Zadizvzdwuxzz)， in Place of 
4 the human Individuality. 一 工 R。 

+ Our modern State-politicians twist this round : they call the folowing of 
Statc-edicts a xzeceiitty，whereas they derive their breaking from the %eUzoz4L 
of the _ Individual， Thus ecedom seems to ithem Caprice，and cozz3tf703]3Z 
Necessity。 Whosoever employs these most weighty words according to their 
natural sense，he expresses bimself 一 as they write in the reviews 一 in “em- 
barrassed language ” (4 pe1pxtpezxtez .pracpe  ). 一 人 ICHARD WAGNER. 一 TIhis 
note and its Successor were contained in the original edition (52) of the book 
alone; not in the D. /7. , nor in later editions. 一 TR。 

于 At any rate not in the sense of the Austrian Government, which at present 
一 as it puts it 一 is also “organising ”its State。 Let us here understand the worQ 
in that same“embarrassed ”sense of language ; according to _ which it means， 
not 2 mechanical arranging from on high，but a letting-arise from the TOQOLt 
itsel(, 一 RICHARD WAGNER， 


N 
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zz2163Np .90cietj, and in this_ consciousness to know nothing 
other than Ze Nece5izty coMt1N10ON 2 CUCVY MEMEe7 OF .Soctetyy， 
namely of 1e /zadtzytaUtal S oz0N 17pEe SebdetezIMU111NB 一 this 
is as good as to say,， CNNUL 1e State ;for through Society 
has the State marched on to a denial of the free Self- 


determining of the _ Individual, 一 upon the death of 1coz 
has it lived. 


ee 


TV. 


js concerned， * there lies in the or 
1jie jie (Vernichtung des Staates) the follow- 
ing Superlatively weighty moment: 

It all the more necessarily became the poet's task to 
display the battie in which the Individual sought to free 
himself from the political State or religious Dogma，as 
political life 一 remote from which the poet at last could 
merely lead a life of dreams 一 was more and more con- 
sciously hlled by the changing hazards of that battle, as 
by its genuine Content， If we leave aside the religious 
State-poeb who even as artist offered up the human being 
with gruesome satisfaction to his idol we then have solely 
before us the poet who, aching with undissembled fellow- 
feeling for the sufferings of the Individual and as such an 
one himself has turned to face the State, to face the world 
of Politics, with an exhibition of that Individual's struggle. 
By the nature of the thing, however the individuality which 
the poet led into battle against the State was Mo jupzepy 
pzMaMN OH but an individuality coziilzozel py Ze Siaz1e 
ze It was of like genus with the State，included in 
it，and merely the opposite of that State s extremest 
apex. 

A coxz5czoUy individuality, 一 Le，an individuality which 
determines us in this one particular case, to act yo and not 
otherwise 一 we win aloxze zz21pt1z Soczety, Which brings us first 
the case in which we have to form decisions。 The Indi- 
vidual without Society is completely unthinkable by us，cs 


， seThe article in the Detxulicpe ]bpxtabrripzt1 running on without a breaky 
except for the starting of a fresh paragraph, this clause 一 between the commas 


一 did not appear, 一 工 R， 
Z93 
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an individuality; for first in intercourse with other indi- 
viduals, is shewn the thing wherein we differ from them， 
wherein we are peculiar to ourselves，。 Now, when Society 
.had grown into the political State, it governed (beda11p) 
this Particularity of the individual by its own essence, just 
as much as the free Society had done : only, as a State， 
but far more strongly and categorically， No one can 
qdepict an individuality，without the Surrounding which 
conditions (bedzxiet 人 ) 让 as such : if this Surrounding was a 
matural one, giving ample breathing-space to the develop- 
ment of the individuality，and freely，elastically，and 
instinctively shaping zAe anew by contact with that 
individuality, 一 then this Surrounding could be truly and 
strikingly denoted in the simplest of outlines ; for only 


through an exhibition of the Individuality had the 


Surrounding, itself to gain its characteristic idiosyncrasy、 
The State, howeven is no such .fexible, elastic Surround- 
ing, but a sti 人 dogmatic, fettering and domineering might ; 
which lays down for the individual in advance,“So shalt 
thou think and dealil” The State has assumed the 
education of the individual s character ; it takes possession 
of him already in the mothers womb, through foreordaining 


him an unequal share in the means. toward social self 
dependencej ”by forcing its Moxel upon him，it takes 


away the instinctiveness of his viewing; and it appoints to 
him, as :own property, the standing he is to take toward 
his surrounding. IThe State-citizen has to thank the State 
for his individuality ; but it is strictly nothing more than 
his predetermined standing toward the State, the standing 
in which his purely-human individuality is annulled for all 
his deapwbs and bounded, at the utmost to the Moxepi he 
may keep entirely to himself 


The dangerous corner of the human brain, into which 


the entire individuality had fed for refuge 一 the State 


“Durch Vorausbestimmung eines ungleichen Antheiles an den Mitteln zu 
SOzialer Selbstandigkeit,.” In the D.L] this read :“ durch Vorausbestimmung 
dcs Antheiles an dem ILeben der Gesellschaft ”ie. “by foreordaining his share 
in the life of Society. "一 TR。 
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endeavoured to sweep it out as well by the aid of religious 
Dogma ; but here the State was doomed to failure, since 让 
could merely bring up hypocrites, i.e. State-burghers who 
deal otherwise than as they think，Yet it was _1zomz 117zpz7tBn 
that there first arose the force to withstand the State。， The 
frst Purely human stir of freedom manifested itself in 
warding off the bondage of religious dogma ; and .jeedooez 
Cj 1poxeHl the State at last was forced to yield， How，. 


fthen, does this sheer 1zjzptzMe individuality utter itself in its 


_ dealings "一 So long as the State is to hand, the helpless 
thing will only be able to deal as a 101C-Ox72Np7 ie. as am 
individuality whose way of dealing is not the counterpart 
of its way of thinking， The State-burgher is impotent to 
take a single step which is not set down for him in advance， 
as either a dzty or a cyzzMe. The character of his duty and 
his crime is not one proper to his individuality ; let him 
try as he may, to act upon his never so free thinking,，yet 
he cannot step outside the State 一 to whom even his crime 
_belongs， Only through deatl can he cease to be a citizen 
of the State ; thus only where he also ceases to be 9 
being. 

The poet then， had to portray the battle of the 
Individuality against the State，could zpoxtray the State 
alone; but the free Individuality he could merely 5Sx&Zezst 
加 ToxeX# The State was the actual extant thing, in al 
its pomp of form and colour : whereas the Individuajlity 
was but the thing imagined, shapeless, colourless, and non- 
extant， All the features, contours and colours, which lend 
the Indqividuality its seb its dehnite and knowable artistic 
shape, the poet had to borrow from a Society politically 
divided up and compressed into a State ; not to take them 
from the rightful individuality, which gains its own drawing 
and colour from contact with other individualities， 工 he 
Individuality，thus merely loxkgNAt-oxtl but not Zozt11tJed 
.could therefore be exhibited to nothing but the WoxgN2p and 
pnot to the directly-seizing .ebpb， Our Drama has there- 
fore been CN abjpeal 1 如 Me CUzaaexsfapdp12B; 一 not to the 
Feeling， It thus has taken the Place of the Didactic- 


-paper 
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poem,， which exhibits a subject from the life only as far as 
it suits the conscious aim，of imparting a thought to the 
Understanding， But to impart a thought to the Under- 
standing the poet has to proceed just as czycwNt5Jecty asS， 
on the contrary，he must go to work with the greatest 
3SzMpLtctty and Straightforwardness when he addresses him- 
self to the directly receptive Feeling. The Feeling seizes 
nothing but the actual (das Jazzplpcpe)，the Physically 
cnacted, the perceivable by the senses: to 太 one can only 
impart the fulfhlled, the rounded-o 儿 the thing that is just 
wholly what it is，just what at this instant* it ca be， To 
the Feeling the at-one-with-itself alone is understandable ; 
Whatsoever is at variance with itsel8 what has not reached 
an actual and defiinite manifestment, confounds the Feeling 
and drives it into thinking, 一 drives it into an act of 
combination which does away with it as Feeling. 

In order to convince it, the poet who turns towards the 
Eeeling must be already so at one with himself that he 
can dispense with any aid from the mechanism of Logic 
and address himself with full consciousness to the infallible 
receptive powers (EMp1C18NU3S) of the un-conscious purely 
human Feeling. With this message of his he has therefore 
to proceed as straightforwardljy and (in view of physical 
Perception) as unconditionally, as the Feeling is addressed 
by the actual phenomenon itself{ 一 such as warmth，the 
wind，the hower，the animal, the man. But in order to 
impart the highest thing impartable, and alike the most 
”convincingly intelligible 一 the purely human Individuality 
一 the ModezX dramatic poet, as I have pointed out has to 
move along a directly opposite path. From out the enor- 
mous mass of its actual surroundings 一 in the visible 
measure-，form-，and colourgiving State，and in History 
Petrifhed into a State 一 he has fhrst with infhnite toil to 
reconstruct this Individuality ;in order at last, as we have 


”4 Jetzt， 一 this word was absent from the 乙 Mas was also the short 
bracketed clause of the next paragraph ;the brackets, in this 人 oOccur。 
ring in the Cexz71a1z text, 一 工 R， 
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seeny to do nothing more than exhibit it to the Thought.* 
The thing that our feeling involuntarily seizes in advance, is 


solely the form and colour of the State。 From the earliest 


impressions of our youth, we see Man only in the shape 
and character given him by the State ; the individuality 
drilled into him by the State our involuntary feeling takes 
for his real essence ; we cannot seize him otherwise, than 
by those distinctive qualities which in truth are not his 
very own but merely lent him by the State， To-day the . 
Folk cannot conceive the human being otherwise than in 
the uniform of his'class,' the uniform in which, from youth 
up, it sees his body clad ; and the“Follk's-playwright” 
also, can address himself understandably to the Folk only 


_wWhen not for a single instant does he tear it from this State- 


burgherly illusion 一 which holds its unconscious Feeling 
captive to Such a degree, that it would be placed in the 
greatest bewilderment 计 one attempted to reconstruct 
before it the actual human being beneath this _ visible 


_ Semblahce + Wherefore，to exhibit the purely-human 


”In “了 gmont”Coclpe had embloyed the whole course of the Piece 训 
loosening this purely-human Individuality，with toilsome wealth of detail, fram 
the conditions of its State-historical Surrounding ; in tbhe solitude of the dun- 
geon，and immediately before its death，he now wished to shew it to the Azc/ 
z1g as coming into oneness with itself ， for this，he must reach out hands to 
Marvel and to Music，How characteristic it is, tbat it was tbe idealising Schiller， 
of all others，who could not understand this uncommonly signihcant feature of 
Goethe's highest artistic truthfulness ! But how mistaken，also，was 让 of 
Beethoven，not to reserve his music for this appearance of the Wondrous ; 
instead of introducing it 一 at the wrong time 一 in the middle of the politico- 
prosaic exposition. 一 RICHARD WAGNER. 一 This Note did not appear in the . 


DAM， It has a strong bearing upon the fnal scenes of the Riolg and 77z5LCze 


812d 450Lde .一 工 R， 

直 The Folk must be something like that pair of children who were standing 
before a picture of Adam and Eve, and coull not make out which was the man 
and which the woman，because they were unclothed， How characteristic of 
all our views is it not，again，that commonly our eye is pained and embar- 
rassed by the sight of an undraped human fgure, and we generally hnd it quite 
disgusting : our own body first becomes intelligible to us, by our pondering on 
it ! 一 RICHARD WAGNER. 一 The illustration in the fhirst sentence was also con- 
tained in 4 TUe Cexrxzxpaztg Zale 11 Pax” (transjated in Zhe hhczrfer，No. 
XX.)，written in Paris ten years earlier。， It would seem that there were more 
“ British Matrons "in Dresden, than in Paris, 一 工 R。 
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individuality，the modern poet has to turn，not to the 
_Jeepze， but to the widexstlapdiNEg since even to himself 
it is only a thought-out thing.， For this his method of 
procedure must be a hugely circumstantial one : all that 
the modern sentiment takes as the most comprehensible， 
he has, so to say, to Slowly and circumspectly divest of its 
form and colour zziCey 1Ze Yexy eyes of this sentiment and， 
throughout this systematic stripping process, to _ gradually 
bring the Feeling round to Thinking ; since, after all the 
individuality he makes-for is nothing but a thing of thought. 
Thus the modern poet must turn aside from the feeling, to 
address the understanding: to him, Feeling is the obstacle ; 
only when he has overcome it with the utmost caution, does 
he come to his main purpose，the demonstration of a 
thought to the Understanding. 一 

The xxzaexslaxzdzMptr is thus, from frst to last the human 
faculty which the modern poet wishes to addressj and 
with it he can only parley through the ozxpgaz of the com- 
bining, dispersing，severing and re-piecing Understanding ; 
through _ abstract and conditioned Word - Speech，which 
merely describes and_ flters down the impressions and 
acquirements of the Feeling. Were our State itself a- 
worthy object of Feeling，the poet， to reach his Purpose， 
would have in a certain measure to pass ovemr in his drama， 
from tone-speech to word-speech : in Greek Tragedy such 
was Very near the case, but from opposite reasons.* TIhis 
Tragedy s basis was the Lyric from which it advanced to 
word-speech in the same way as Society advanced from 
the natural， ethico-religious ties of Feeling, to the politi- 
cal tate。 The return from Understanding to Feeling 
will be the march of the Drama of the Future, in so far as 
we Shall advance from the ZWoxeZpoxut individuality to the 
genuine one， But from the very beginning of his work， 
the modern poet has to exhibit a Surrounding 一 the State 
一 which is void of any purely-human sentiment, and there- 
fore is un-communicable through the Feeling's highest 
utterance。 So that he can only reach his purpose, at all， 

”4 Aber aus umgekehrten Grinden " ;一 zol in the 乙 , AL 一 TR， 
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through the organ of the combining Understanding， 
through un-emotional modern speech ; and rightliy does 
the Playwright of nowadays deem it unfitting, bewildering 
and disturbing, to employ Music for an object which can 
at best be intelligibly conveyed as Thought to the Under- 
standing, but never to the Feeling as motion. 


But what sort of shaping of the Drama，in the sense 
aforesaid, would be called forth by the going-under of the 
_ State, by the rise of an organically healthy Society ? 

Looked at reasonably, the Going-under of the State can 
mean nothing else but We 5Sel1j- reali5geMeENl Oo .9oczety 3 
YeCL22701S CONVUC11ON 〔〈Bewusstsein) 0 7 Nopyepy - NUIUGN 
ES55StE1NieE. By its very nature，this conviction can be no 
Dogma stamped upon us from without, i.e, it cannot rest on 
historical traditions，nor be drilled into us by the State. 
So long as any one of life's actions is demanded of us as 
.an outward Duty so long is the object of that action no 
object of Religious Conscience ; for when we act from the 
dictates of religious conscience we act from out ourselves， 
we 30 act as we cannot act otherwise。 But Religious Cor- 
Science means 3a WUW1NzZE15CL conscience (allgemeinsames 
Lezutz5s1et1p) ; and conscience cannot be universal until 认 
knows the Unconscious, the Instinctive, the Purely-human， 
as the only true and necessary thing, and vindicates it by 
that knowledge， So long as the Purely-human shall loom 
before us in any troubledness soevem as it positively can- 
"To this sentence there was added in the D. 4 :this must be the object 
of our next inquiry,” With this,“ article II.”came to a close ; but 让 was 
followed (in the same issue) by the third article， to which a footnote was ap- 
pended :“The accompanying third fragment of a larger work 一 in which he 
is already addressing himself to the life-conditions of the Drama of the Future 
一 the author adds because he has therein endeavoured to shew, in their de- 
Velopment from the Needs of our modern state of affairs, those life-conditiongs 
”by many not felt as necessary at all but by others deemed to entirely exclude all 
need of Art ; and in this he has kept to the same standpoint already taken up 


by him in dealing with the nature of modern dramatic poetry.” This“ thirdQ 
article ”goes on，without &a break， to tbe end of our present Chbapter V。 一 工 R 
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not but do in the present state of our society, so long mnust 
we remain the prey to a million differences of opinion as to 
pozo the genuine Man should be， So long as, in error about 
his true essence, we form notions for ourselves as to how 
this essence might haply manifest，so long must we also 
strive for arbitrary Forms in which this imaginary essence 
is to manifest itself So long，moreover，shall we have 
states and religions, till we have but ompe 人 eligion and 7zo 
Loxxpex CN State.。 But if this Religion must necessarily be 
a universal one, SO can it be none other than the true and 
conscience-vindicated nature of Mankind ;* and every man 
must be capable of feeling this unconsciously，and in- 
stinctively putting it into practice， This common human 
nature will be felt the strongest by the ZidzvtzaUal as his 
own, his individual nature, such as in him it manifests itself 
as the 1yezd 1o /1e ed /Oo7e 。，the contentment of this trend， 


it is, that drives the unit into Society ; in which, by very 


reasSon et pe ca1t 5S1131 at 1yzeNp10 21 JELLozoy1t] ClLoNe he 
attains quite of himself the religious, ie. the common con- 
science，which vindicates his nature， 4Lzz lpe jzee+ 3 做 
CeElez11tU11NU2 OF 1pEe 7NGUVUUCGUCL1Y 2Ze12 exe1oxe Le Ze 
ba5s28 or zje Soc20L Relptzo1t or 11e ztzpxye， which will not 
have stepped into life, until this Individuality shall have 
received through Society its utmost furthering and 
vindication. 一 

The exhaustless variety of the relations of lvzzzer in- 
dividualities to _ one another the endless fll of constantly 
new forms，exactly answering in their changefulness the 
idiosyncrasy of these vital relations，we are not in a posi- 
tion to so much as conceive ; for until now we can only 
apprehend each human relationship in the shapc of a 


sa 4 Wenn diese Religion aber nothwendig eine alljgemeinsame sein muss，8O 


kann sie nichts Anderes sein，als die durch das Bewusstsein gerechtfertigte 


Wirkliche Natur des Menschen," 一 although this sentence bears a strong re。 
semblance to the doctrines of Comte, it is really our author s own development 
of a Feuerbachian theme ; there is not the slightest evidqence of either Wagner 
or his passing model，Feuerbach， having ever come into' any contact with the 
Frenchb Positivist or his writings. 一 工 R。 

+ In the D. Lpzzidczedl by 11016p315 ”here appeared. 一 1R。 
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Right conferred by historical tradition, and in its prescrip- 
tion by a statutory “norm of standing.s But we may 
guess the measureless wealth of living individual relation- 
ships，if we take them as purely-human，ever fully and 
entirely Present ;) ie. if we think every extrahuman or Don- 
Present thing that in the State, as Property and historic 
Right, has placed itself between them,，has torn asunder 
their ties of Love, has dis-individualised，Class-uniformed， 
and State-established them, 一 if we think this all sent far 
away， 

Yet again, we can picture those relations in their greatest 
simplicity, if we take the most distinctive chief-'moments 二 
of individual human life, 一 which must also be the regulator 
of the life in common, 一 and sum in them the characteristic 
distinctions of Society itself : such as Joz 态 apd CEe， BE7OUU0L 
CNQ MGNUIALJ，GILOUJ 0NQ JEbO5SE，GCcU2VU1N CN CO1z121N128LC12O11 
ZI141ZINC8 CINC CO115CZE11CE。 

The moment” of J7oxzt which we have seen at its 
”natvest in the maintenance of socio-ethical concepts，bnut 
in its hardening into a State-political Moxael have found 
completely hostile to all development of the Individuajlity， 
and finally have recognised as a demoraliser and disowner 
of the Purely-human, 一 this Wont is nevertheless a valid 
moment "of instinctive human nature， If we examine a 
little closer，we shall hnd in it but one aspect of Man s 
manysidedness, which shews-out in the individual according 


““Vorausbestimmung qurch die staatlich standische Norm。 一 The edition 
of 1852，but not the D. hf. nor the later editions of the bcok，contained the 
followiog footnote :“The individuality which the State allows us, is certifed 
to-day by our description in an o 角 cial passport, 一 if we are State-faithful : or 训 
& police-warrant, 一 if we are State-unfaithful， The State in this way takes 
upon it，through its police, the labour of the poet and character-sketcher， 一 
In the 1J1agxzer-Zi8sl Cozyecrpo1tac1tie，Letter 17 (Mky 29，1849)，there is an 
interesting autobiographic silhouette of how our author used the one“ certi- 
fcate ”to obviate the consequences of the other, 一 工 R， 

二 Hauptmomente, "一 as the term moment”jis used by Wagner in & 
sense differing from that which we generally accord it，and similar to that 
given it by the French (more akin to “element, or factor ") TI have placed 
the word between single inverted commas wherever it might otherwise lead to 
misapprehension, 一 TR. 
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to his time of life. 工 he human being is not the same in 


maturity as in youth : in youth we yearn for deeds in age 


for rest。 The disturbance of our quiet is just as grievous 
to us in old age, as is the hindrance of our activity in youth. 


Ages claim is vindicated, of itself by the gradual exhaus- 


tion of the bent toward action，whose profit is ezzexzezzce， 


卫 xperience is doubtless in itself instructive and delectable， 
for the experienced man himself ;for the non-experienced 


instructee, however it can only have a determinant result 
when either his bent-to-action is weak and easily kept 
down, or the points of 了 xperience are forced upon him as 
an inexorable standard for his dealings :一 but onlyby such 
a constraint, is the natural activity of man in general to be 
weakened ; this weakening therefore, which to a superfhcial 
glance seems absolute and grounded in sheer human nature， 
and by whose cause we Seek to justify in turn those laws 
of ours which admonish to activity, 一 this weakening is but 
conditional. 一 

Just as human society received its hrst ethical concepts 
from the Family, so did it acquire therefrom its reverence 
for age In the Family, howevemr this reverence was one 
cajlled forth, conducted, conditioned and motived, by Love: 


the father before all joyved his son ; of love he counselled 


him ; but also out of love, he gave him scope. In Society 
this motiving love was lostb in exact degree as the reverence 
for the person transferred itself to fxed ideas and extra- 
human things which 一 unreal in fhermselves 一 did not stand 


toward us in that living reciprocity wherein Loveisable 


to requite our reverence, i.e. to take from it its fear， The 
father，now become a Co could no more love us;i， the 
counsel of our elders, now become a Zazw could no longer 
leave us our free play ; the family, become a .tale could 
no more judge us according to the instinctive forbearance 
of Love, but only according to the chilling edicts of moral 
compacts。 The State 一 taken at its wisest 一 thrusts upon 
us the experiences of History，as the plumhb-line for our 
dealings : yet we can only deal sincerely，when through 
our instinctive dealings themselves we reach experience ; 
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.an experience taught us by communications can only be 
resultful for us when by our instinctive dealings we make 
it over again for ourselves。 Thus the true, the reasonable 
love of age toward youth substantiates itself in this: that it 
does not make its own experiences the measure for youth's 
dealings，but points it toward a fresh experience，and 
enriches its own thereby ; for the characteristic and con- 
Vincing thing about an experience is its individual part, the 
specific, the pzozvCOL, which it acquires by being won from 
the Spontaneous dealings of this one specifc Individual in . 
this one Specific case. 
The Going-under of the State means therefore the 
falling-away of the barrier which the egoistic vanity of 
_ 卫 xperience, in the form of Prejudice, has erected against 
the spontaneity of individual dealings， This barrier at 
present takes the place that naturaljly* belongs to [ve,and 
by its essence it is ovelesszzess ie. 下 xperience eaten up 
_ with its own conceit ; and at last the violently prosecuted 
will to reap no more 人 self{-seeking narrow- 
mindedness of 再 abit， the cruel doggedness of Quiet. 一 


Now, by Love the father knows that he has not as yet 


”experienced enough，but that by the experiences of his 
child, which in love toward it he makes his own, he may 
endlessly enrich his being. In the aptitude for rejoicing 
at the deeds of others，whose import it knows to turn 
_ through love into a delight-worthy and delight-giving 
object for itsel8 consists the beauty of reposeful age-。 
Where this repose is naturally at hand throusgh Love, it is 
_by no means a hindrance on the activity of youth, but the 
latter s furtherance. It is the giving Space to the activity 
of youth in an element of Love;i by We pepoldt1ptr OF Ntp3 
CCLUVULN 18 pecoMteEs G NtU2NeSt CNSIC Na1lzC2b CNON 810e7et111 一 
becoMeEs lpe ZeE17 LU12-ele1NleE1tt 0 .4712 2 EMNCE1L 二 


“In the D. M. :der Natur wie der hochsten Vernunft gemaiss ”ie。 
“in keeping with Nature and the highest Reason。 一 TR。 

+ 开 perbaps is scarcely necessary to point to the working out of this idea in 
the Poem of Die Ahetsterizyzgez especialy the scene between Sachs and Wajltbher 
in the frst part of Act III. 一 T&。 
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Already-experienced age is able to take according to 
their czaxaclezzs12c zjpozt the deeds of youth, by which the 


]atter unconsciously evinces its instinctive thrust，and to 


Survey them 22 Zety JawL cozt1zUztctiott 。 it thus can vindicate 
these deeds more completely than their youthful agent， 
since it knows how to explain and consciously display 
them。 LN jpe zeEbpogse Oo CEesa ZU0E ZUS 20312 2Ve MOMEN8 0 矿 
pz2pNest jpoetlac Jacxltj ，and only 1al more youthful man 
can make this faculty his own，who 2021NS 太 pct yepose，ie， 
that iustness toward the phenomena of Life. 一 

The loving admonition of the experienced to the inex- 
perienced, of the peaceful to the passionate, of the beholder 
to the doem is given the most persuasively and resultfully 


by bringing faithfully before the instinctive agent his . 


inmost being. He who is possessed with life's unconscious 
eagerness, will never be brought by general moral exhorta- 
fions to a critical knowledge(sx7z zztZetl1CN2U21Nt 局 121N1NzN2td55) 
of his own being, but this can only succeed .entirely when 
in a 1likeness faithfully held up before him he is able to 


look upon himself ; for right cognisance is re-cognition 


_just as right conscience is knowledge of our own Uncon- 
sciousness， The admonisher js the zaexzslzNpiizte，the 
experienced-one's conscious power of view : the thing to 
be admonished is the Jeelixsp the unconscious bent-to-doing 
of the Seeker for experience， The Understanding can know 
nothing other than the zz7zpidacatlzot oj 11pe FeeliMpg for itself 


it is but the quiet which follows on the begetting stir of 


Feeling， It can only vindicate itself when it knows itself 
conditioned by instinctive Feeling ; and Understanding 
justihted by Feeling 一 no longer entangled in the feelings 
of this ,unit but xzpxtzpVpl 1ozoCztUg Fecl1lg 11 CO2MNeEIUL 一 好 1e 
Jexz7zzzUljt1tT As ozzztl1t1t the Understanding is so far 

s In the 乙 . 47. there appeared :“% oder in der bewussten liebevollen An- 


schauung des 卫 rfahrenen tberhaupt， 一 “or in the conscious,， loving“view "of 
the experienced-one in general， 一 工 &。 


+ This term “Vernunft ”is so seldom used by Wagner and has been endowed 


with so wide a range of meaningby its more frequent users, that TI have thought 
best to retain it in its original form, 一 especially as it is constantly so employed 
in English。 Carlylje has translated the word as “Reason in opposition to 
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superior to the Feeling, as it can judge all-righteously the 
agency of individual feelings, in their contact with their 
objects and opposites ; which latter likewise act from indi- 
vidual feelings， It is the highest social force, itself con- 
ditidned by Society alone ; the force which knows to class 


the specialities of Feeling ne to their proper genus ; 


in Zat to re-discover them, and by that, again, to vindicate 
them。 It is thus capable withal of rousing itself to utter- 
.ance through Feeling，when it proposes to address itself 
merely to the man-of-feeling, 一 and Love lends to it the 
instrument therefor， It knows through the feeling of Love， 
which spurs it to impart, that to the man of passion 一 in 
midst of his instinctive dealing 一 that thing alone is under- 
standable which addresses itself to his Feeling : were it to 
.Wish to address his Unrderstanding, then in him it would 
take for granted al which even itself has fhrst to win 
through its communication, and it must therefore stay un- 
.understood.* But Feeling only grasps the akin to itself ; 
just as the naked Understanding 一 as such 一 can only parley 
with the Understanding， The Feeling stays cold amid the 


reflections of the Understanding : only the reality of an 


object kindred to itself can warm it into interest， 工 his 
object mnust be the sympathetic image of the instinctive 
doers own nature ; and sympathetically it can only work， 
when it displays itself in an action vindicated by the Self- 
same feeling which, from out this action and this vindica- 
tion, he Jelozo-feels (Mtt11pL) as his very own 工 hrough 
this fellow-feeling he just as instinctively attains an under- 
standing of his own individual natureas by the objects and 


the“' Understanding "”; but we must not forget that it connotes a higher in- 
tellectual iaculty than that cf % Logic, ”and is more akin to our loosely-rendered 
4 TIntuition. "一 了 R， 

In Opexr x1Nd Dramia this runs : “was er durch seine Mittheilung sich 
eben selbst erst gewinnen soll， und miisste unverstandlich bleiben ”; the last 
three words having replaced“ mtsste somit unverstanden bleiben ”of the 
D, MI have considered that a literal translation of the latter 一 which realiy 
only diters by a shade 一 will convey the meaning more clearly in English。 But 
the crux here is, that the er ” (rendered by me as 让”) Way either refer to the 
.Verstand als Vernunf ”or to the“ man of passion, ”一 工 R。 
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OpPosites of his feeling and dealing 一 by whose contact his 
Own feeling-and-dealing had evolved itselb in the image 一 
he has also learnt the nature of those opposites ; and this 
because, snatched out of himself by lively sympathy for his 
own likeness, he is carried on to take instinctive interest in 
the feelings and dealings even of his opposites, is tuned to 
acknowledgment of and justice toward these opposites， 
since they no longer stand 9 the bias of his . 
3Ctual WE 


Only in the most perfect artwork therefore, in We Dzama， 
can the insight of the experienced-one impart itself with 
full success; and for the very reasol that, through employ- 
ment of every artistic expressional-faculty of man, the poet s 
2z27M2 〔(Absicht) is in Drama the most completely carried 
from the Understanding to the Feeling, 一 to wit is artisti- 
cally imparted to the Feeling's most directly receptive 
organs，1/e 5ezsiES， The Drama, as the most perfect art- 
work, differs from all other forms of poetry in just this: 一 
that in it the Aim is lifted into utmost imperceptibility, by 
jits exztzze YealycCjz0t。 In Drama, wherever the aim, ie. the 
Intellectual Will stays still observable, there the impres- 
sion is also a chilling one; for where we see the poet still 
zoz1-ing, we feel that as yet he caxz not。 The poet's can- 
ning, however is the complete ascension of the Aim into 
the Artwork, the emMiotzoztalLt521NNp oj 10e zztelect (die Gefihl- 
swerdung des Verstandes)， His aim he can only reach by 
physically presenting to our eyes the things of Life in their 
fullest spontaneity ; and thus, by vindicating Life itself out 
of the mouth of its own Necessityj for the Feeling，to 
which he addresses himself can understand this Necessity 
_alone. 

In _ presence of the Dramatic Artwork，nothing should 
remain for the combining Intellect to search for， 了 very- 
thing in it must come to an issue Su 印 cient to set our 
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Feeling at rest thereon ; for in the setting-at-rest of this 
Feeling resides the repose， itself which brings us an in- 
stinctive understanding of Life， In the Drama, we must 
become ppozoeys through Me Feelp1ipgs The Understandine 
tells us :“ .9o 好 2 一 Only when the Feeling .has told us : 
“So Mst 1 Ze” Only through zzeU howeven does this 
Eeeling become intelligible to itself: it understands no 
other language than its own， Things which can only be 
explained to us by the inftnite accommodations of the 
Understanding, embarrass and confound the Feceling. In 
Drama, therefore, an action can only be explained when it 
is completely vindicated by the Feeling ; and it thus is the 
dramatic poet's task, not to invent actions, but to make an 
action so intelligible through its emotional Necessity, that 
we may altogether dispense with the intellect's assistance 
in its vindication。 The poet therefore has to make his 
main scope the cpozce or Me 4ctzo1z 一 which he must so 
choose that, alike in its character as in its compass, it makes 
possible to him its entire vindqication from out the Feeling ; 
for in this vindication alone，resides the reaching of his 
_aim， 

An action which can only be explained on grounds of 
historic relations，un-based upon the Present ; an action 
which can only be vindicated from the standpoint of the 
State，or understood alone by taking count of religious 
Dogmas stamped upon it from without, 一 not Sprung fromn 
common views within, 一 Such an action, as we have seen, ls 
，onjly representable to the Understanding, not to the Feeling.。 
At its most successful, this was to be effected through nar- 
ration and description，through appeal to the intellect s 
.imazinative-force ; not through direct Presentment to the 
Feeling and its dehnitely-seizing organs, the senses : for we 
saw that those senses were positively unable to take-in the 
full extent of such an action, that in it there lay a mass of 
relations beyond all possibility of bringing to physical 
_view and bound to be relegated, for their comprehension， 

4TIm Drama miissen wir Jrsexzzde werden durch das Ce1p0” Combare 
“Daurch Mitleid wissend, 一 Pazrz1c/. 一 TR， 

O 
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to the combining organ of Thought In a politico- 
historical drama，therefore. it became the poet's business 
to eventually give out his Aim s* quite nakedly 一 as such : 
the whole drama stayed unintelligible and unimpressive, 认 
this Aim, in the form of a human moral did not at last 
quite visibly emerge from amid the desert waste of 
pragmatic motives， employed for sheer description's sake, 
In the course of such a piece, one asked oneself instinct- 
ively :“What is the poet trying to tell us ?” 

Now，an Action which is to justify itself before and 
through the Feeling, busies itself with no Moxa/ ，its whole 
moral consists precisely in its justifcation by the instinctive 
human Feeling. It is a goal to itself insofar as it has to 
be vindicated only and precisely by the feeling out of which 
.it springs。 Wherefore this Action can only be such an one 
as proceeds from relations the truest，ie. the most seizable 
by the Feeling, the nighest to human enaotions, and thus 
the simPplest, 一 from relations such as can only spring from 
a human Society intrinsically at one with itself uninfuenced 
by inessential notions and non-present grounds-of-right: a 
Society belonging to ltself alone, and not to any Past. 

However no action of Life stands solitary and apart : 让 
has always some sort of correlation with the actions of other 
men ; through which it is conditioned alike as by the in- 
dividual feelings of its transactor himself，。 The weakest 
correlation is that of mere petty，insignifcant actions ; 
which require for their explanation, less the strength of a 
mnecessary feeling, than the waywardness of whim. But the 
greater and more decisive an action is and the more it can 
only be explained from the strength of a necessary Jeelzzxetr 。 
in so much the macre dehnite and wider a connexion does 
it also stand with the actions of others， A great action， 
one which the most demonstratively and exhaustively dis- 


”As a great decal will be said about this“aim”(4bricpl) in Part III., the 
present pages should be borne in mind. Equivalents might be found in 
“intention, ”object,” or sometimes even “tendency ”; but，with this ex- 
Planation，I think the simpler word will answer best our author's meaning， 
一 TX 
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Plays the nature of Man along any one particular line 
issues only from the shock of manifold and mighty opposites. 
But for us to be able to rightly judge these opposites them- 
sclves, and to fathom their actions by the individual feelings 
of the transactors, a_ great action must be represented in a 
wide circle of relations ; for only in such a circle, is it to be : 
understood， The Poet's chief and especial task will thus 
consist in this : that at the very outset he shall fx his eye 
on such a circle, shall completely gauge its compass, shall 
Scrutinise each detail of the relations contained therein， 
”with heed both to its own measure and to its bearing on 
the main-action ;this done，that he then shall make the 
measure of his understanding of these things the measure 
of their understandable-ness as a work of Art by drawing- 
in this ample circle towards its central point, and thus con- 
densing it into the periphery which gives an understanding 
of the central Hero， This coxzdezsafzoz (Verdichtung) is 
the work proper to the poetising intellect (des dzcZlexzideNz 
exstazdes) ; and this intellect is the centre and the summit 
of the whole man，who from thence divides himself into 
the receiver and the imparter. 

As an object (Exscjpetz1ttz1lED is seized in the frst Place by 
the outward-turned instinctive Feeling, and next is brought 
to the Imagination, as the earliest function of the brain : so 
the Understanding，which is nothing else but the imagina- 
tive-force as regulated by the actual Measure of the objecb 
has to advance in turn through the Imagination to the in- 
stinctive Feeling 一 in order to impart what it now has re- 
”cognised， In the Understanding objects mirror themselves 
as what they actually are; but this mirrored actuality is 
after all a mere thing of thought : to impart this 胡 oxpN- 
oxtt actuality, the Understanding must display it to the Feel- 
ing in an image akin to what the Feeling had originally 
brought to zi， and this image is the work of Phantasy. 
Only through the Ppaxztasy，can the Understanding have 
commerce with the Feeling， The Understanding can only 
grasp the ull actuality of an object，when it breaks the 
image, in which the object is brought it by the Phantasy， 
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and parcels it into its singlest parts; when it fain would 
bring these parts before itself again in _ combination, it has 
at once to cast for itself an image, which no longer answers 
strictly to the actuality of the thing，but merely in the 
_measure wherein Man has power to recognise it， Thus 
even the simplest action confounds and bewilders the 
Understanding，which would fain regard it through the 
anatomical microscope，by the immensity of its ramifica- 
tions : would it comprehend that actiom it can only do so 
by discarding the microscope and fetching forth the image 
which alone its human eye can grasp ; and this compre- 
hension is ultimately enabled by the instinctive Feeling 一 
as vindicated by the Understanding. This image of the 
pbhenomena， in which alone the ZeeliMp& can comprehend 
them，and which the Understanding，to lnake itself in- 
telligible to the Feeling, must model on that image which 
the latter originally brought it through the Phantasy, 一 
this image, for the Aim of the poet, who must likewise take 
the phenomena of Life and comFress them from their view- 
less many-member-edness into a compact, easily Surveyable 
shapbe, 一 this image is nothing else but te Jozpdeze 


4 .Da5z 181tdezr， 一 in the sense of “signs and wondqers,”ie， the Mar- 
vellous. 一 In the 乙 . 4[. there is no break here, but the article runs op through- 
out the following chbapter,. 一 工 & 


V. 


Eee [ VONDER in the Poets work is distin- 
< 天 | guished from thes Wonder in religious 
Dogma by this : that it does not，like the 
latter，Uppeaze the nature of things， but the 
rather makes it comipyepe1pstzOLe to the Feeling. 
The Judzo-Christian Wonder tore the connexion of 
natural phenomena asunder to allow the Divine Will to 
appear as standing ozer Nature， In it a broad connexus 
of things was by no means condensed in favour of their 
_ understanding by the instinctive Feeling, but this Wonder 
Was employed entirely for its own sake alone ; people 
demanded it, as the proof of a suprahuman powern from him 
who gave himself for divine, and in whom tbhey refused to 
believe till before the bodily eyes of men he had shewn 
himself the lord of Nature，i.e, the arbitrary Subverter of 
the natural order of things。 This Wonder was therefore 
claimed from pzM one did not hold for authentic in himself 
and his _ natural dealings, but whom one proposed to first 
bejlieve when he should have achieved something unbeliev- 
able, something zzNp-zUNiezstlaNCLCOLe， 从 JUNdGNeE1NNCL GE1130L 
or ze UNpdexSlaztdz1g was therefore the thing hypothecated 
in advance, both by the wonder-claimer and the wonder- 
Worker : whereas an cbsolute Faz1p was the thing demanded ， 
by the wonder-doemn and granted by the wonder-getter. 
Now, for the operation of its _ message'the poetising 
intellect has absolutely no concern with Actz but only 
With am UNGeEzStCNC21C 1Uz0U2N 22e Eee 了 tt wants to 
display a great connexus of natural phenomena in an 
image shly understandable, and this image mnust there- 


”Ia the D. hr. and in the edition of 1852 there here appeared the predicate 
4 verrufene, ”ie “notorious,”or discredited,” It should be added that 


4 Wunder ”js the usual German term for 6 miracle.2 一 TR。 
8323 
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fore be one answering to the phenomena in such a way that 

the instinctive Feeling may take it up without a struggle,， 
not first be challenged to expound it : whereas the charac- 

teristic of the Dogmatic Wonder consists just in this, that， 

through the obvious impossibility of explaining it ，t 
tyrannously subjugates the Understanding despite the 
latters instinctive search for explanation ; and precisely in 
this subjugation, does it seek for its effect， IThe Dogmatic 
Wonder is therefore just as unftted for Art, as the Poetic 
Wonder is the highest and most necessary product of the 
artist's power of beholding and displaying. 

If we picture to ourselves more plainly the Poet's method 
in the moulding of his“wonder' we Shall see in the frst 
place that, in order to present in intelligible survey a great 
connexus of reciprocally conditioned actions, he must com- 
press those actions themselves to a measure in which, for all 
their perspicuity, they shall yet lose nothing of the fulnessof 
their Contents。 A mere abridging or lopping-off of lesser 
:moments' of action would of itself but mar the moments 
kept ; since these stronger moments of the Action can only 
be vindicated to the Feeling as the climax* of its lesser 
moments. Wherefore the moments excised for Sake of 
Poetic clearing of space must be carried over into the 
retained chief-moments themselves， ie，they must be 
included in the 1latter in some fashion cognisable to the 
Feeling， The reason why the Feeling cannot dispense 
with them is, that for an understanding of the main-action 


it needs withal a sentience of the motives from which it 


sprang，and which enounced themselves in those lesser 
moments-of-action.， The crest (pzlse) of an action is in 
.itself a feeting moment,， which is utterly meaningless as a 
pure matter-of-fact, if it does not appear as motived by 
ideas (Ces2NNUMNE2N) that in themselves lay claim to our 
fellow-feeling : a heaping of such moments must rob the 
poet of all power of vindicating them to our Feeling ; 
whereas it is this very vindication，this exposition of 


”Or “intensifcation， enhancement ”一 the German original being 
4 .Se2p21MNNE 一 也 R。 
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motives， that has to fill the artwork's space 一 which would 
be completely thrown away, were it flled with a massof 
non-vindicable moments of action， 


In the interest of intelljgibleness, therefore, the poet has 
so to limit the number of his Action's moments, that he 
may win the needful space for the motivation of those 
retained， All those motives which lay hidden in the 
moments excised* he must ft into the motives of his 
Main-action in such a way that they shall not appear 
detached ; because in detachment they would also demand 
their own specifc moments of .action，the very ones 
excised， On the contrary，they mnust be so included in 
the Chief-motive, that they do not shatter but 5L7ze105UNeEN2 
it as a whole.， But the strengthening of a motive makes 
also _ necessary a _ strengthening of the moment-of-action 
itself，which is nothing but the ftting utterance (dze 
CNL5OIecbpe1pde 4ziise1WNB] of that motive。 A strong motive 
cannot utter itself through a weak moment -of - action ; 
both action and motive must thereby become un-under- 
standable. 一 In order, then, to intelligibly enounce a Chief 人 - 
motive thus strengthened by taking into it a number of 
motives which in ordinary life would only utter themselves 
through numerous Imoments-of-action，the action thereby 
conditioned must also be a strengthened, a powerful one， 
and in its_ unity more ample than any that ordinary life 
brings forth ; seeing that in ordinary life the selfsame action 
would only have come to pass in company with many 
lesser actions, in a widespread space, and within a greater 
stretch of time， 工 he poet who, in favour of the persplcuity 
of the thing, would draw-together not only these actions 
but this expanse of space and time as well， must not 
Imerely cxwl 2 parts, but coxzde11se the whole intrinsic con- 
tents， 人 A condensement of the shape of actual life, how- 
ever，can be comprehended by the latter only when 一 as 
compared with itsel{ 一 it appears magnifed，strengthened， 


In the DAM there occurred : and which alone made those moments 
&ppear worthy of regard， 一 了 有 &。 
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unaccustomed， It is just in his busy scattering through 
-Time and Space，that Man cannot understand his own 
life-energy : but the image of this energy, as brought with- 
in the compass of his understanding，is what the Poets 


shapings offer him for view ; an image wherein this_ energy 


is condensed into an utmost-strengthened moment, which， 
taken apart，most certainly seems wondrous and unwonted， 
yet shuts within itself its own unwontedness and wondrous- 
ness, and is in nowise taken by the beholder xy C 太 ozpdey 
but apprehended as the MoO5t ?NiELLLEZbLe representment of 
reality. 

In virtue of this Wonder，the poet is able to display 
the most measureless conjunctures (QtUskiMNtMNtEMNAC1NP2) in 
an ali-intelligible Unity， IThe greater the farther-reaching 
the conjuncture he desires to make conceivable,，only the 
stronger has he to intensify the attributes of his shapings. 
Time and Space, to let them appear in keeping with the 
niovement of these figures，he will alike condense from 
their amplest stretch，to shapings of his Wonder :一 the 
attributes of infhnitely scattered moments of Time and 


Space will he just as much collect into one intensifhed 


attribute, as he had assembled the scattered motives into 
one Chief-motive ; and the utterance of this attribute he 
will enhance as much, as he had strengthened the action 
issuing from that motive， 匡 ven the most unwonted shapes, 
which the poet has to evoke in this procedure， will never 
truly be xzN-74lUyiaL ， because in them Nature's essence is 
not distorted, but merely her utterances are gathered into 
one lucid image, such as is alone intelligible to artist-man， 
The poetic daring, which gathers Nature's utterances into 
such an image，can zyl 1Ow US be crowned with due 
SUCCcess, precisely because 10zpxEN BaXbeytEMNCE 202 have CCZNCC 
2 ClECN 11152281 11110 LVGLUICS 255ENC2， 


So long as the phenomena of Nature were merely an 
“objective '* of man's Phantasy，so long also must the 


”Oojepl， 一 forthe Epoglish object "our authoralways uses 4 CLget51axpd2 
in the stricter sense of our term，0r 4 Cazoech ”in its Sense of 64a goal 一 T&。 


人 
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各 


human imagination (BizpbzLdoumpgrpya1z) be subjected to 


them ;: moreoven their semblance governed and determined 
its view of the human phenomenal-world in such a way， 


that men derived the jinexplicable in that world 一 that is 


to Say the unexplained 一 from the capricious orderings of 
an extranatural and extrahuman Power，which hnally in 
the Miracle upheaved both Man and Nature， When the re- 
action against belief in miracles set in, even the Poet had to 
bow before the prosaic rationalism of the.claim, that poetry 
should also renounce its Wonder ; and this happened in 
the times when natural phenomena，theretofore regarded 
only with the eye of Phantasy, began to be made the object 


of scientiftc operations of the Understanding，， The scien- 、 


tifc Understanding,，however was So long unsettled about 
the essence of these phenomena, as it believed that only in 
an anatomical disclosing of all their inner minutiz could 
it set them comprehensibly before it Positive about this 
essence have we only been, from the time when we learnt 
to look on Nature as a living Organism, not as an aimfully 
constructed Mechanism ; from the time when we grew 
clear, that she was not a thing crected, but herself the .Oo 
2VEx eco11t-t111C yy that she includes within herself the begetter 


and the bearenr the Manly and the Womanly ; that Time 


and Space, by which we earlier had held her circumscribed， 
were but abstractions from her own reality ; that, further， 
we Imay rest content with this knowledge in general 
because we no longer need, for its confrmation, to assure 
ourselves of farthest distances by the calculations of 
Mathematics, 一 since in closest nearness, and in the tiniest 
fact of Nature, we may find proofs for the selfsame thing 
as that which the remotest distance can only send us in 
confirmation of our knowledge of Nature， TIhenceforth， 
howevemn we also know that we are here zo el10o] Nature， 
because we cz enjoy her，ie，we are qualifed for such 
enjoyment But the Mosl zea5oNtCbLe (vernunftigste) enjoy- 


ment of Nature is that which satishes our xztzexsCLl aptitude 


for delight :in the _ universality of mans organs oft 
reception, and in the highest enhancement of their aptitude 
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”for delight lies alone the measure according to which he 
has to enjoy ; and the artist, who addresses himself to this 
highest aptitude for delight，has therefore to take fthis 
measure alone for the measure also of the phenomena he 
wishes to impart as a connected whole， This measure 
needs only to so far follow Nature's utterances in her 
Phenomena, as they have to answer to her intrinsic essence; 
nor does the poet disfigure that essence through his . 
Strengthening and intensifying,but 一 precisely in his utter- 
ance of it 一 he merely compresses it to a measure ansSWer- 
ing that of the most ardent human longing to understand 
3 vast connexus of phenomena。 It is just the fullest 
understanding of Nature, that frst enables the poet to set 
her phenomena before us in wondrous shaping ; for only in 
such shaping，do they become intelligible to us as ze 
隐 7 OF zx1NtCN GCCUZO1NS 112121N321E0。 
Nature in her actual reality is only seen by the Zrder- 
5lC1N0ZMNC Which Ce-cozNtjposes pez 1111O Ne7z SeEjazitateyl or jay 好， 
if it wants to display to itself these parts in their living 
OUNUC coO1711NEXZ011 then the quiet of the Understanding's 
meditation is involuntarily displaced by a more and more 
highly agitated mood, which at last remains nothing but a 
MO0Q 01 EeeliMp In this mood, Man unconsciously refers 
Nature once more 加 pz1liel1j for it is his individually 
human feeling，that has given him precisely the mood 
wherein he has apprehended Nature according to one 


particular impression。 In Feeling's highest agitation, Man 


sees in Nature a sympathising being ; and in truth the 
character of her phenomena governs also the character 
of man's mood，Ppast all escaping， Only in the utmost 
egoistic coldness of the Understanding，can he withdraw 
himself from her immediate sphere of operation, 一 albeit 
even then he must confess to himself that her more mediate 
infuence still determines him. 一 In his times of great 
commotion man sees no longer any pazcz in his encounter 
with natural phenomena : whereas the utterances of Nature， 
though grounded on an organic concord of phenomena, yet 
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brush against our daily life with all the semblance of 
Caprice and in our moods of indifference or egoistic pre- 
occupation 一 when we have neither lief nor leisure to 


ponder on their founding in a natural concord 一 they 


appear to us as 了 azard ; which, according to our human 
_purpose of the moment，we seek to either turm to our 
advantage or turn away as to our dis-advantage. Man 
deeply-moved，when he suddenly turns from his inner 
mood to face surrounding Nature，fnds in her either an 
intensifying aliment, or an alterative stimulus, of his mood， 
一 according to her passing aspect. By whatever Being he 
_ feels dominated or supported in such a fashion， to that 
Being man.ascribes a Power great in exact measure as he 
finds himself in a great mood. His own sense of hanging- 
together with Nature he instinctively feels expressed，as 
well，in a_ great hanging-together of Nature's passing 
phenomena with himself，with his own mood ; his own 
enhanced or altered mood he recognises again in Nature， 
whose mightiest utterances he thus refers to himseltb equally 
as he feels himself determined by them.， In this sense of 
3a great reciprocal operation the phenomena of Nature 
crowd together，before his Feeling, into a defhnite shape to 
which he assigns an individual emotion answering to their 
impression upon him and his own mood ; to this shape he 
fnally attributes organs 一 intelligible to himself 一 wherewith 
to speak-out that emotion.。 Then he peebr with Nature， 
and she azyzwe1g him. 一 In this his colloquy with Nature 
does he not understand her better， than the regarder of 
her through the microscope ” What does the latter under- 
stand of Nature, excepting what he has no need to under- 
stand ， But the former perceives that part of her which is 
necessary to him in the highest agitation of his being，in 
an agitation wherein he understands Nature according to 
an infniteljy greater compass, and understands her in such 
a Way as the widest-reaching Understanding can never 
picture to itself Here Man [res Nature ; he ennobles her， 
and_ uplifts her to a sympathising sharer in the highest 
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mood of Man，whose physical existence she has uncon- 
sciously conditioned from out herself.e 


If then, we wish to deftne the Poet's work according to 
its highest power thinkable, we must call it Ze 一 21Ndatcajel 
Co Ze cleazesl pHUI12C1N CO115CU0O1S11CSS Ze 1N1EZO-CEVUSEG 10 01N1SZOEY 
ZNe ee 0 访 at eVeEJ-pyE5SEMNt 也 8，2e 0I0UBNAA 3 OraMma 

10O G Spotzo 1pe Mo5t 311ttELL22OL2,- 一 1e 
LNos. 


We now have only to ask ourselves, through zwpcl ez- 
27245201CL MEiNS this Mythos is the most intelligibly to be 
displayed in Drama. For this, we must go back to that 
“moment of the whole artwork which conditions its very 
esSsence; and this is the necessary 22Nd2ciatz0N 01 ZNeE CCc1201 


ZZzozpN 265 MiottztVes for which the poetising Understanding 


turns to face the instinctive Eee upon the latters un- 
forced fellow-feeling to ground ,an understanding of them， 
VVe have seen that the condensation 一 SO necessary for a 
practical understanding 一 of the manifold moments-of- 
action，immeasurably ramifed in actual reality (zz de 
zeECLeMN Ja1plicppetzl was conditioned by the poets longing 
to display a_ great conjuncture of human lifes Phenomena， 


through which alone can the Necessity of these phenomena 


be grasped.。 IThis condensation he could only bring abonut， 
in keeping with his main Scope，by taking-up into the 
motives of the moments chosen for actual representment 
all those motives which jay at bottom of the moments-of- 
action that he had discarded ; and by vindicating their 
adoptiorn, before the judgment-seat of Feeling, in that he 
let them appear as a strengthening of the Chief-motives ; 


4 What arc a thousand of the fnest Arabian stallions, to their purchasers 
who in 了 nglish horse-marts prove their points and try their qualities of use， 
compared with what his horse Aidzlpxs was to 4cbpzller， when it forewarned 
him of his death ? Ionestly， 工 would not exchange that soothsaying horse of 
the godlike racer even for Alexander s highly-trained Duccphc/xs， who， as ji 
known，bestowed on Apellcs”equine Portrait the fattery of a neigh :一 
及 。WAGNER. 一 This note was not in the 局. ]A. 一 TR。 


上 
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whjich latter, in turn, conditioned of themselves a Strengthen- 
ing of their corresponding moments-of-action。 Finally we 
sawthat this strengthening of a moment of action could only 
be achieved by lifting it above the ordinary human measure， 
through the poetic fgment (dsxcp DizcptrMpn of the Wonder 
一 in strict correspondence with human nature, albeit exalt- 
ing and enhancing its faculties to a potency unreachable in 
ordinary life ;一 of the Wonder，which was not to stand 


beyond the bounds of Life, but to loom so large from out 
its very midst, that the shows of ordinary life should pale 


before it 一 And now we have only to come to defhnite 
terms, aS to z0pezez1t SpotULL co115157 10e 311eE1lBNNeNtNE CO1 12e 
Lolizves which are to condition from out themselves that 
strengthening of the Moments of Action， 

What is the meaning, in the sense indicated above, of a 
“ Strengthening of the Motives ”? 


It is impossible 一 as we have already seen 一 that a heap- 


ing-up of motives can be the thing we mean ji because 


motives thus crowded together without any possible utter- 
ance as action, must remain unintelligible to the Eeeling ; 
and even to the Understanding 一 it explicable 一 they would 
still be reft of any vindication.* ”Many motives to a Scanty 
action (Jrzele pbotzve bez gedjiptez atdlouxp could only 
apbear petty，whimsical and irrelevant，and could not 
possibly be employed for a great action，excepting in a 
caricature， The strengthening of a motive cannot there- 
fore consist in a mere addition of lesser motives, but in the 
complete absorption of Ma1iy 7iolives into this opt， An 
interest (Ziexesse) common to divers men at divers times 
and under divers circumstances，and ever shaping itsejf 
afresh according to these diversities : such an interest 一 
once that these men，these times and circumstances are 


typically alike at bottom, and in themselves make plain an 


* From we mean) to the end of this sentence，and also thbe subsidiary. 
clause in the next“excepting as a caricature,” bave been added since the 
articie in the . 0[.，but appear in ali the editions of the book. 一 工 R， 
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essential trait of human nature 一 is to be made the interest 
of oz man，at one given time and under given circum- 
stances。 In the Interest of this man all outward differences 
are to be raised into oxe definite thing ; in which, however， 
the Interest must reveal itself according to its greatest， 
most exhaustive compass， But this is as good as Saying， 

_that from this Interest all which savours of the particular- 
istic and accidental must be taken away, and it must be 
given in its full truth as a necessary, purely human xiexazce 
or _Jeeli1ptr (Gefiihlsausdruck)， Of such an emotional-utter- 
ance leal man is incapable, who is not as yet at one with 
himself about his necessary Interest : the man whose feel- 
ings have not yet found the object strong enough to drive 
them to a definite,a necessary enunciation ; but who, faced 
with powerless, accidental，unsympathetic outward things， 
still splits himself into two halves. But should this mighty 
object front him from the outer world, and either so move 
him by its strange hostility that he girds up his whole in- 
dividuality to thrust it from him, or attract him so irresistibly 
that he longs to ascend into it with his whole individuality， 
一 then will his Interest also, for all its defhniteness, be so 
wide-embracing that it takes into it all his former split-up， 
forceless interests, and entirely consumes them. 


The moment 2 zzs cozt5UWib1tON is the act which the poet 
has to prepare for by strengthening a motive in Such sort， 
that a powerful moment-of-action may issue from it; and 
this preparation is the last work of his enhanced activity. 
Up to this point his organ of the poetising intellect， 及 ox- 
34bpeecp can do his bidding ; for up to here he has had to set 
forth interests in whose interpreting and shaping a_ necessary 
Jeeli1tg took no share as yeb 一 interests variously infuenced 
by given circumstances from Withoub without there being 
any defhnite working on Within in such a way as to drive 
the inner Feeling to a necessary,，choiceless activity in its 
turn _ determining the outer course of things. Here still 
reigned the combining Understanding, with its parcelling 
of parts and piecing-together of this or that detail in this 
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or that fashion ; here it had not directly to dspjcy，but 
merely to shadow forth, to draw comparisons, to make like 
intelligible by like 一 and for io not only did its organ of 
Word-speech quite su 角 ce but it was the only one through 
which the intellect could make itself intelligible. 一 But where 
the thing prepared-for is to become 3a 7zalLtiy, where the Poet 
has no longer to separate and compare, where he wants to 
let the thing that gainsays all Choice and defhinitely gives 
itself without conditions, the determinant motive Strength- 
ened to a determinative force 一 to let this proclaim itself 
in the very Utterance (4xsdytzCRN) of a necessary，all- 
dominating feeling 盖 there he can no longer work with the 
merely shadowing, expounding * Word-speech, exzcejl Ne 530 
NApaNce 31 as he has already enhanced the motive : and this 
he can only do by pouring it into Zoze-2Jeec. 


4 ID the Derpprcpe hhompa1r5ih1 太 一 to which we may now bid farewell，as the 
last of its“ three articles ”ends with this chapter 一 there here appeared “un- 
intelligible to the Feeling,”as a predicate of Word-Speech. "一 It may be as 
well to point out that the word“ 4ziircilywc 加 ”which I have here and in a few 
other passages, translated as “ Utterance,”is commonly rendered by 了“ 下 x- 
Pression."” Neither equivalent is quite satisfactory,， though the best we have; 
and particularly the latter has given rise to much confusion in the minds of 
musicians。 “ Utterance,，of course, is more strictly allotted to the word of 
similar derivation，“ .usserrogv” but Wagner himself has often interchanged 
thbe two words in this Part II. 一 TR. 


VL， 


ONE-SPEECH is the beginning and end of 
Word-speech : as the AceepMeg is beginning 
| and end of the Understanding, as 人 ytpos js 
中 beginning and end of History，the ZNztC 

beginning and end of FEoetry， The mediator 
an beginning and middle, as between the latter and 
the point of exit is Me Phpazztlasy. 

The march of this evolution is such, however that it is 
no retrogression，but a Progress to the winning of the 
highest human faculty ; and it is travelled, not merely by 
Mankind in general，but substantially by every social 
Individual. 

Just as in the unconscious Feeling lie all the germs for 
evolution of the _ Understanding，while this latter holds 
within it a necessitation to vindicate the unconscious feel- 
ing; and_ the man who from out his Understanding 
vindicates this Feeling is frst the man of exzzxi2 ，just 
as in Mythos justifed by History,， which alike grew onut 
of 友 is first won a really intelligible image of Life : so 
does the Lyric also hold within itself each germ of the 
intrinsic art of Poetry， which necessarily can but end with 
speaking out the vindication of the Lyric; and this work 
of vindication is precisely the highest human Artwork, the 
DBMNLzIe DZDzaCMNtL (das ZOLLpo1Nt1NtE1E -1CNC). 


The primal organ-of-utterance of the inner man, however， 
is Zoxze-Jpeecp, as the most Spontaneous expression of the 
inner Feeling stimulated from without， A mode of Ex- 
pression similar to that still proper to the beasts was, in 
any case, alike the hrst employed by Man ; and this we 
can call before us at any moment 一 as far as its substance 
goes, 一 by removing from our Word-speech its dumb 
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articulations (de stxmemiez piczxterh and leaving nothing 
but the open sounds (die 1ONpe1pdezt 人 OUte)，TIn these vowels， 
if we think of them as stripped of their consonants, and 
picture to ourselves the manifold and vivid play of inner 
feelings， with all their range of joy and sorrow, as given- 
out in them alone, we shall obtain an image of man's first 
emotional language ; a language in which the stirred and 
high-strung Feeling could certainly express itself through 
nothing but a joinery of ringing tones, which altogether of 
itself must take the form of Melody， This melody,， which 
was accompanied by appropriate bodily gestures in such a 
way that it appeared, itself in turn, to be nothing but the 
simultaneous inner expression of an outer announcement 
through those gestures, and therefore also took its time- 
measure 一 its 了 hythm 一 from the changeful motion of those 
8gestures, in Such a manner that it returned it to them as 
the melodically-vindicated measure for their own announce- 
ment 一 this xp72ZM2tc Melody，which we should do wrong 
to set down as of poor eftect and beauty in view of the 
infhnitely greater variety of mans emotional fund as com- 
pared with that of the beasts, and especially in view of its 
endless capacity for enhancement through interaction 
between the inner expression of the voice and the outer 
expression of the 8gestures,*t 一 this melody，both by its 
nature and its origin, so thoroughjly decreed the Measure 
-for the word-verse，that the latter appears to have been 
governed by it to the extent of positive subordination, 一 


as we still may see to-day by inspecting any genuine 


Fopslied ，in which we shall always find the word-verse 
Plainly governed by the melody, and so much so, that 让 


often has to accommodate itself even for the s sense, to the 


melody's most intimate requirements. 
This matter Shews us very palpably the rise of Speech+ 


“The wood-birdq, the animal which expresses its emotion tbe most melodi- 
ously，lacks al Power of accompanying its song by gestures. 一 了 RICHARD 
WAGNER。 

f+I take the rise (ExzLrehptiNp) of Speech from out of Melody, not as in a 
chronologic，but as in an architectonic order. 一 人 .WAGNER, 

P 
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In the Word, the ringing tones of pure emotional-speech 
. Seek as much to bring themselves to a distinguishment 
from one anothen as the inner Feeling seeks to discriminate 
between the outer objects working on the senses, to tell its 
tale about them, and fnally to make intelligible its inner 
thrust toward such a tale itself。 In pure Tone-speech, with 
its tale of the received impression, the Feeling gave only 
zzeij to be understood; and this, supported by the gestures， 
it was quite competent to do, through its countless raisings 
and sinkings, prolongings and abridgings, intensifyings and 
abatings of the open sounds。 To denote and distinguish 
between outer objects themselves，however， the Feeling . 
must cast about it for Something answering-to and 
cmbodying the impression of the objecb for a distinctive 
Sarment wherewith to clothe the open tone;i and this it 
borrowed from the Impression，and through it from the 
object itself， This garment it wove from dumb articulations， 
which it fitted on to the open sound as a prehx or su 儿 x 
or even as both together, so that it was enveloped in them 
and held down to a dehnite, distinguishable announcement ; 
in the same way as the object, thus distinguished, marked 
off and announced itself to the outer world by a garment 一 
the animal by its skin，the tree by its bark，&c. The 
vowels thus clothed, and parcelled by such clothing, form 
the yoo or Jpeecp through whose htting and fxing together 
the whole sensuous edifhce of our endless-branching Word- 
speech has been erected, 

Let us hrst notice,， however with what instinctive fore- 
sight this Speech but very gradually left its nursing mother, 
Melody，and her breast-milk the open tone， In keeping 
with an unaffected view of Nature and a longing to impart 
the impressions of such a view, Speech set only the kindred 
and analogous together in order not only to make plain 
the kindred by its analogy and explain the analogous by 


*4 An= oder Ablaut， 一 je. the initial or terminal infection, given by the 
WOULp to the Simple vowel sound as it jeaves the /7NMNX ， thus in sound” 
“swWould be the 4Azlaxkp “ou” ”the donexder Za and “nd a double 
Lp 一 TR。 
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its kinship，but also，through an 了 xpression based on 
analogy and kinship of its own“moments，to produce a 
still more dehnite and intelligible impression upon the 
Eeeling， Herein was evinced the sensuously composing 
(zzz1picp Cicplede) force of Speech Through taking the 
-open sound, employed for purely subjective expression of 
the feelings inspired by an object 一 in scale with its 
impression, 一 and clothing it with a garment of mute : 
articulations, which stood to the Feeling .as an objective 
expression borrowed from an attribute of the object itse] 
it had arrived at moulding different “moments”of ex- 
pression, in its speech-roots。 Now, when Speech set these 
roots together according to their kinship and alike-ness， 
it made plain to the Feeling both the impression of the 
object and its answering expression，in equal measure， 
through an increased strengthening of that 卫 xpression ; 
and_ hereby in turn，it denoted the object as itself a 
strengthened one, 一 namely, as an object strictly-speaking 
multiple,but oxze in essence through its kinship and alike- 


ness， This'composing moment' of Speech is its zlleiexazlzoxe 


or .lbxez1jz in which we recognise the very oldest attribute 
of all poetic speech. 

In .lebyrezm the kindred speech-roots are fitted to one 
another in Such a way, that, just as they sound alike to the 
physical eamr they also knit like objects into one collective 
image in which the Feeling may utter its conclusions about 
them。 Iheir sensuously cognisable resemblance they win 
either from a kinship of the vowel sounds， especially when 
these stand open in front without any.initial consonant”; 
or from the sameness of this initial consonant itsel8 which 
characterises the likeness as one belonging peculiarly to . 
_ the object+ ; or again from the sameness of the terminal 
consonant that closes up the root behind (as an assonance)， 
provided the individualising force of the word jlies in that 
terminalf IThe ,distribution and arrangement of these 


“4Erb und eigen.” “Immer und ewig.” 
二 4Ross und Rexker.2 4 Froh und frei.” RICHARD WAGNER。 
+ Hand und Mund.” 和 Recht und PHicht_s 
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7NyMiNB yzo04 takes place by similar laws to those that 
lead us in every walk of Art to repeat as necessary for an 
understanding, those motives on which we lay chief weight， 
and which we therefore so bestow between lesser motives, 
in turn conditioned by them, that they stand out plainly as 
the conditioning and essential ones. 

AsImust reservetill later a fuller treatment of this subject， 
for the Purpose of demonstrating the Stabreim's possible 
operation upon our Mnusic, I will at present' content myself 
with pointing out in how strict a relation the Stabreim, and 
the Word-verse rounded-off thereby，once stood to that 
MillOCy which we have to consider as the earliest message of 
a more complex human feeling, albeit a feeling rounding of 允 
its complexity into a unity.， By that Melody we have to 
explain not only the dimensions of the Word-verse, but 
also the position and, in general,the attributes of the Stab- 
reim which governed those dimensions ; while the produc- 
tion of that Melody，again，was conditioned by mans 
natural cabacity of breath and the possibility of giving out 
a number of stronger intonations in one breath.，TIThe dura- 
tion of an outflow of the breath through the organ of song 
多 overned the dimensions of a segment of the melody, in 
which one pregnant portion of the sense must come to a 
conclusion. But this possible duration governed also the 
number of special intonations in one melodic segment : 证 
these Special intonations were of impassioned strength, and 
thus more rapidly consumed the breath, then this number 
was diminished, 一 or 刻 their strength being less, they did 
not require So Swift a breath-consumption，then their 
number was_ increased。 These intonations，which  fell 
together with the gestures and thereby disbosed them- 
selves to a rhythmic measure，were in Sbeech condensed 
into the alliterative root-words, whose number and position 
they conditioned in the same way as the melodic segment， 
itself conditioned by the breath, determined the length and 
compass of the Verse. 一 How simble is an explanation and 
understanding of all LIetzz 久 if only we take the reasonable 
pains to go back to the natural conditionments of all human 
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art-abijity， from which alone can we also rcach again to 


.genuine art-production ! 一 


But let us follow for the present the ER Career 
of 及 oxdspeecp and reserve for oursejves 2 ater return to 
the Melody it left behind. 一 


In exact degree as poesis (das DicpleNp) ceased to be 3 
function of the Feeling and became a transaction of the 
- Understanding, did the creative league of Gesture-，Tone-， 
and Word-speech, originally united in the Lyric disband 
itself ; Word-speech was the child that left its father and 
Inother to help itself along in the wide world alone. 一 As 
the number of objects and their relations to his Feeling 
increased before the adolescents eye, so accumulated the 
words and combinations of Speech which were to answer to 
those added objects and relations。 So long as this growing 
man still kept his eye on Nature, and was able to grasp her 
by his Feeling, so long also did he invent linguistic roots in 
characteristic keeping with the objects and their relations。 
But when amid the eventual stress of life he turned his back 
on this fruitful fountain of his powers of speech, then all his 
inventive-force was blighted, and he had to content himself 
with the harvest handed down to him but no longer a pos- 
session to be ever-newly reaped ; in such-wise that,according 
to his need, he took his heritage of speech-roots and pileced 
them doubly and trebly together for extranatural objects， 
pared them down for Sake of this his piecing, and above all 
marred them past all knowledge by evaporating the ring 
of their sounding vowels to the hasty clang of Talk ; while， .. 
by heaping-up the dumb articulations needful for combining 
un-related roots, he wrinkled grievously the living fesh of 
Speech When Speech had thus lost an instinctive under- 
standing of her own roots 一 onljy possible through Feeling， 
一 She naturally could no longer answer zz 1hesye to the 
intonations of that fostering mother-melody。 She either 
contented hersell 一 where Dance remained an inseparable 
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portion of the Lyric as in Greek antiquity 一 with snuggling 
as briskly as possible to the RpyiZmi of the melody : or 
she sought 一 where Dance had more and more completely 
swerved away from Lyric, as among the 人 nations 
一 for another bond of union with the melodic breathing- 
snatches ; and this she procured in the exzd-7NyMte. 


The End-rhyme 一 to which we must also come back, on“ 
account of its attitude towards our music 一 set itself up at 
the exit of a melodic segment, without being able to answer 
the intonations (Beloxzpzuxpbe1zt) of the melody itself， It no 
longer knit the _ natural band of Tone- and Word-speech， 
in which the Stabreim brought its radical afhnities to the 
melodic intonations within the purview of both the outer 
and the inner sense; but it merely futtered at the loose 
end of the ribands of melody, toward which the word-verse 
fell intoa more and more arbitraryand uncomplying attitude. 
一 TIhe more confusedly and circuitously this Word-speech 
must proceed，at last，to designate objects and relations 
belonging solely to social Convention, and no longer to the 
self-determining nature of things ; the more she must busy 
herself to fnd terms for concepts which，themselves 
skimmed-off from natural Phenomena, were to be employed 


in turn for combinations of these abstractions ; the more，- 


for this, she must screw up the original meaning of roots to 
32ccomimodate a twofold and threefold meaning, ingeniously 
laid under them but merely to be WoxeVl ob no longer to 
be ELLy，and the more elaborately she had to equip the 
mechanical apparatus which was to bolster up, and set in 
motion，this system of screws and levers : so much the 
Imore Shrewish and estranged did she become towards that 
Primal melody (Wwzywelodtze), 一 till at last she lost even the 
remotest memory of it, when, out of breath and reft of tone， 
she must founder into the grey morass of Pxose. 


The Understanding, condensed from Feeling through the 
了 hantasy, acquired in Prosaic word-speech an organ through 
which it could make itself intelligible cloxze and in direct 
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ratio as it became un-intelligible to Feeling， In modern 
Prose we speak a language we do not understand with the 
Feeling, since its connection with the objects, whose impres- 
sion on our faculties first ruled the moulding of the speech- 
roots, has become incognisable to us; a language which we 
speak as it was taught us in our youth, 一 not as, with wax- 
ing self-dependence of our Feeling, we haply seize，form，， 
and feed it from ourselves and the objects we behold ; a 
language whose usages and claims, based on the logic of 
the Understanding，we must unconditionally obey when 
we want to impart our thoughts. This language, in our 
Feeling's eyes, rests therefore on 3 coNzVejzlt0ONt Which has a， 
dehnite scope, 一 namely, to make ourselves thus far intellig- 
ible according to a given norm, in which we are to think 
and to doxitzjtale our feelings, that we may demonstrate to 
the_ Understanding an aim of the 、Tnderstanding.， Our 
Feeling 一 which quite of itself found unconscious ex- 
pression in the primitive Speech 一 we can only descxzbe in 
this language ;and describe in a far more circuitous way 
than an object of the Understanding，because we are 
obliged to screw ourselves dozw1z from our intellectus! 
language to its real stock, in the Same Way 3aS we Screwcd 
ourselves xp from that stock to 1# 一 Our language accord- 
ingly rests ubon a State-historico-religious convention， 
which in Erance, under the rule of Convention Personifhed， 
under Louis 欠 LIV.，was also very logically fxed into a 
settled “norm，by an Academy under orders，。 Upon no 
living and ever-bresent no really felt cozvzctzopt does it rest， 
for it is the tutored opposite of any such conviction。 In a 
sense，wWe cannot discourse in this language according to 
our innermost emotion, for it is impossible to zzzUezl in it 
according to that emotion ; in 1 we can only impart our 
emotions to the Understanding, but not to the implicitly 
understanding Feeling ; and therefore in our modern evolu- 
tion it was altogether consequent, that the Feeling should 
have sought a refuge from absolute intellectual-speech by 
feeing to absolute tone-speech, our Mnusic of to-day. 
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In modern Speech no jesi5 is possible* 一 that is to say， 
a poetic Aim cannot be yealiied therein, but only spoken 
Out CS SUCA. 

The poet's Aim is never realised, until it passes from the 
Understanding to the Eeeling.， TIhe Understanding, that 
mereljy wants to impart an Aim which can be ezlz7el 
imparted in the language of the Understanding, does not 
concern itself with a zjNtz12Ng aim, but its aima is a dissever- 
ing,，a looyeNzMp one. + Ihe Understanding poetises only 
when it grasps the scattered fragments as a connected 
whole, and wants to_ bring this whole to an infallible im- 
pression。 人 A_ connected whole is only to be JUvLpy 5zyVENEC 
from a zeMiotex Standpoint, in keeping with the object and 
the aim ; the image,，which thus offers itself to the eye, is 
not the actual reality of the object, but merely that realjlity 
Which the eye can take in as a coNpMNheEctled zole， An actual 
reality onlyv the ooseztz1Np Understanding is able to know 
according to its details, and to impart through its organ， 
modern intellectual-speech ; the ideal the sole intelligible 
reality only the cozijpostzNg (dichtende) Understanding is 
able to comprehend as a connected whole, but can intel- 
ligibly impart it only through an organ which,， being itself . 
a Concentrator (ezN Zexiltzcplezdes)，sShall answer also to the 
concentrated object，in that it imparts it the most intel- 
ligibly to the Feeling. A great conjuncture of phenomena 
一 through which alone they are individually explicable 一 
is only to be displayed, as we have seen，through a con- 
centration of these phenomena; this  _ concentration 
(exrazcp&tlx1lp)，as applied to the phenomena of human 
life, means thelir simplihcation, and for its Sake 3a Stre1l2t1N- 
27112 of the moments-of-action 一 which，again，could only 
Proceed from motives likewise strengthened， But a motive 
can gain an access of strength only through the ascension 


“6 Tn der modernen Sprache kannD nicht Cedicphlel werden.” 

f+ In the German the antithesis is between “zezbzxtdlnd (binjing to- 
gether 2”) and “az1irexsd ” (setting loose ")， The obvious allusion is to 
4bebzpztide1e Recde "一 poetry，oOr rather，&We136 一 an0d “210COUNtdC1C Aid 7 一 
“loosened speech,， ie. jp1oxc. 一 TBR。 
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of the_ various intellectual-moments contained in it，into 
one decisive “moment '-of-1eepzpit ，wWhile the Word-poet 
can arrive at imparting this convincingly， only through 
the primal organ of the souls inner feeling, 一 through 
Zoo11l-5bJeech.。 

But the poet must see his Aim unrealised, were he to 
lay it bare so undisguisedly that he waited for the instant 
of highest need, to lay hands upon the redeeming utterance 
of Tone-Speech， If jixst where Melody has to enter as the 
most perfect utterance of a high-strung feeling, he wanted 
to transpose the 7MNCped word-speech into .JULL-cad tone- 
Speech, he would plunge both intellect and feeling into one 
common depth of bewilderment,， from which he could only 
reScue them by the most unblushing revelation of his 
Aim : to wit，by openly revoking all pretence of Art- 
work and imparting his Aim，as such，to the 'Under- 
standing, while he offered to the Feeling a mere emotional 
expression un-governed by the Aim，an expression 
both diffluent and superfuous, 一 that of our modern 
Opera The xccedy-Mzaae (fertige) melody is unintelligible 
to_ the Understanding that up to its_ entry has been 
the only principle at work，even for the expounding of 
nascent feelings ; in that melody it can only take an 
interest in ratio as it has itself passed over into the 
Eeeling，which arrives，amid its byozwz1UE Stir，at the per- 
fection of its most exhaustive method of exzzpxe5ssz0z。 In 
-the growth of this expressioh，towards its utmost pleni- 


tude, the Understanding can only take an interest from  ， 


the instant when it steps upon the soil of Feeling. This 
soil the poet dehnitely treads，however，from the time 
when he urges onward from the azMi of Drama towards 
its xyeiClz5z1l2 Since the Jonging for this realisement 35 
ZLeiLN the necessary，the strenuous stir，within him，of 
the selfsame Feeling to which he wants to communicate 
a loxeAt-ott object and gain for it a sure，redeeming 
comprehension. 一 TIhe poet can only hope to realise his 
Aim，from the instant when he pzxsjpes 让 and keeps 让 
Secret to himself : that is to say，when， 矿 Me LEXWaCpe 
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wherein alone it could be imparted as a naked intellectual- 
aim，he no longer speaks it out at all，His redeeming， 
”namely his realising work first begins from the time when 
he is able to unbosom himself in the new, redeeming and 
”realising tongue;i in which at last, and alone, he can also 
deliver the most convincingly the deepest Content of his 
Aim, 一 to wit，from the time when the Art-work itseif 
begins : and that is, from the earliest entry of the Drama. 
-4 7o1pe-Jpeecp 10 0e5S1ztUCp-11t1O 17oMNi 80e otl15E2 is therefore 
the organ of expression proper for the poet who would 
make himself intelligible by turning from the Under- 
.Standing to the Feeling, and who for that purpose has to 
take his stand upon a soil on which alone he can have any 
commerce with Feeling. The strengthened moments-of- 
action，which the poetising Understanding has descried， 
can 一 by reason of their necessarily strengthened motives 一 
only conie to an intelligible show upon a soil which in 
itself is raised above the ordinary life and its habitual . 


methods of expression ; upon a soil which thus towers 


(exzoyyaez) above that of the ordinary means of expres- 
sion，in the same way as those strengthened shapes and 
motives tower over those of ordinary life， Yet this 

卫 xpression can as jittle be an unnatural one，as those 
actions and motives may dare to be un-human and un- 
_mnatural， The poet's shapings have to fully correspond with 


real Life, in so far as they are merely to disblay the latter 


in its most Succinct cohesion, and in the utmost force of its 
arousal ; and thus also, their 下 上 xpression Should be nothing 
but that of the most deep-roused human JEelzjxe, according 
to its highest power of selffenunciation.。 Unnatural，on 
the contrary, would the poet's hgures seem, itb amid the 
highest enhancement of their motives and“moments” of 
action, they enounced them through the organ of ordinary 
life ;， unintelligible，moreover，and positively ridiculous， 认 
they employed this organ by turns with that unwonted， 
heightened. one 一 just as much as though, before our very 
eyes they were to exchange from time to time the soil of 
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ER life for that heightened soil of the 人 Art- 
WoOrK.4 


If now we pry a little closer into the Poet's business, we 
.Shall see that the realisement of his Aim consists solely in 
the making possible an exhibition of the“strengthened 
actions ”of his characters (sezzpey” 2C2dicp1et1eNt Cestfalie1z) 
through an exposition of their motives to the Feeling ; 
and that this，again，can only be effectuated through an 
心 zjp1e55S10N Which shall in so far claim his active aid, as zz 
ZNVCNLiON CNG CS1CO65pMNeN2 1513S2 MGpCS 8J05536L2 11e ds- 
NatNe oF 16o5e MotdiUeS 0MN1G CC150O1NS. 
2Z4z75 Etzp1e55z078 is therefore the prime condition of the 

realisement of his Aim, which without it _ could never step 
from the realm of thought into that of actuality.， But the 
sole effectual 下 xpression, here, is az cliogetexr djexezl one 
from that of the poetic Understanding's own organ of speech。 
The Understanding is therefore driven by necessity to wed 
itself with an element which shall be able to take-up into it 
the poet's Aim as a fertilising seed, and so to nourish and 
shape this seed by its own, its_ necessary essence, that 让 
may bring it forth as a realising and redeeming utterance 
of Feeling， 

This element is that same mother-element, the woman1y， 
人 from whose womb 一 the xmelodic + expressional-faculty, 一 
there issued Word and Word-speech, so soon as it was fecun- 
dated by the actual outward-lying objects of Nature ; just as 
the Understanding throve from out the Feeling, and is thus 
the condensation of this womanly into a manly, into an ele- 
ment fitted to impart.。 Now, just as the Understanding has 
to fecundate in turn the Feeling, 一 just as amidst this fecun- 
_dation it is impelled to find itself encompassed by the 

”In fact, this has formed a preponderantly weighty“moment of our 
modern Comic-art. 一 及, .WAGNER， 

+ In Volume I.，p. 169，I pointed out the impossibility of rendering into 
English this prehx xz” (primeva]l, "conf 人 ere yorec”&c) ; 工 nowcan 


only throw_ myself on my reader's mercy, for 本 the useful little syl- 
]able without further ado. 一 下 R. 
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Eeeling, in 刀 justihed，by it mirrored back and in this 
mirroring recognisable，i.e, first cognisable, by itselft 一 just 
so is the intellectual Word impelled to recognise itself in 
Tone，the Word-speech to find itself justifed in Tone- 
speech.* The stimulus which rouses this impulse and 
whets it to the highest agitation, lies outside the one im- 
pelled, and in the object of his yearning ; whose charm is 
brought him frst through Phantasy 一 the all-puissant 
mediatrix between Feeling and Understanding, 一 but this 
charm cannot content him until he pours himself into that 
object's full reality， This charm is the infuence of the 
“eternal womanly”which draws the man-ly Understand- 
ing out of its egoism, 一 and this again is only possible 
through the Womanly attracting that thing in it which is 
kindred to itself : but That in which the Understanding is 
akin to the Feeling is We Zxpsxe 人 -pasMta1t, that which makes- 
.Out the essence of the human peczey as such In this 
Purely-human are nurtured both the Manly and the 
VWVomanly, which only by Zezy ziNON 1zotU8N DOUVE OEcoMte 
zsl 1pe 17U11taN Detz1B。 

The impetus necessary to the poetic intellect, in this its . 
Poesis，is therefore Zove, 一 and that the love oj MaNt 10 
2Z001M201Nt。 Yet not that frivolous, carnal love' in which xnan 
onjly seeks to satisfy an apbetite, but the deep yearning to 
know himself redeemed from his egoism through his sharing 
in the rapture of the loving woman ; and Upzs Necz7tz1NP2 is 
ZZe czect1zze MOMteNt (das dichtende Moment) of the Under- 
standing. The necessary bestowal, the seed that only in 
the most ardent transports of Love can condense itself 
from his noblest forces 一 10zsg pzocxzeat1z2e SEEcd 1 Ze jpoetic 
-Lz1Mz ZU0ptUCp DOItz1los 10 8122e ozt0OUS 0771B 2001M2C11， LaU5zC 1Ne 


91UF Joz pea1z1B。 


Let us now lend ear to this act of Birth. 


“Would it be thought trivial of me, if I were to remind the reader 一 with 
rcfcrence to my exposition of that myth 一 of CEdipus who was born of Jocasta,， 
and who begot with Jocasta the redemptrix，Antigone ?一 人。WAGNER。 


THIRD PART 
THE ARTS OF POETRY AND TONE 
丝 加 IN THE 
DRAMA OF THE FUTURE. 
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71z Letters to Uhlig，No， I9 (December，1850)，JVaewez 
2013105: “Day1 7111. 一 Perxe zs di 7 ppgz1 一， E 


standing，absolute Word-speech，to an emo- 
tional expression which might help him to 


Convey his message to the Feeling : through 
the verse's WMe05UN2 一 On the side of 民 py11Ntt1， through its 


End7AyME 一 on the side of LIeiodtzp. 一 


For measuring their verse, the poets of the Middle Ages 
，_ still kept defhnitely to 太 e Me[dj in respect both of the 


number of syllables, ,and especially of their emphasis 
(Beloxzztz1lpoDy， But after the verse's at last purely outward 
_dependence on a stereotype melody had degenerated into 
slavish pedantry 一 as in the schools of the Meistersingers， 
一 in more recent times there sprang from Prose a Measure 
altogether independent of any real melody ; and this was 
brought about by taking for model the rhythmic structure 
of Greek and Latin verse, 一 Such as we now have under our 
eyes in the form of Literature， IThe attempts at copying 
and appropriating this model were at first restricted to the 
next of kin，and launched out so very gradually that we 
could not grow fully aware of their fundamental error until， 


”on the one side, we had acquired a more intimate acquaint- 


ance With the ancient 民 p7yLpMtB while on the other，our 
very attempts at copying it had brought us to an insight 
into the impossibility and fruitlessness of this copying，We 
know ?ozw that what begot the endless variety of Grecian 
Leirzp was the indivorcible, the living collaboration of the 
Dances gesture with the Tone-Word's speech ; and we 
know that all the hence-arisen verse-forms were strictly 
conditioned by a Speech which had so moulded itself 
through just this partnership，that we can scarcely grasp 


an iota of its rhythmic pecujiarities from the standpoint of . 
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deavoured to tune the organ of the Under。 
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ozaey 0201 language, whose moulding principle has been quite 
am other one. 

”The special mark of Grecian culture lies in its paying so 
Preponderant an attention to man's bodily appearance, that 
we have to regard the latter as the basis of all Greek art. 
Thelyric and the dramatic artwork were the speech-enabled 
sPiritualising of this body's motion, and the monumental 
Plastic-art was finally its open deifying. As for the art of 
Tone, the Greeks only felt urged to develop it su 外 ciently 
to serve as a prop for Gesture，whose tale was already 
eXpressed melodiously by Speech itself， In its accompani- 
ment of Dance's motion their sounding Word-speech won 
so Sure a prosodic Measure, 一 ie. So_delicately balanced 
a physical standard for the weight or lightness of each 
syllable and its ordering in point of time-length, 一 that the 
instinctive SPpeaking-accent，with its emphasis of syllables 
which bear no “quantitative ”weight，had absolutely to 
stand back as against this purely sensuous ruling.， Yet this 
ruling was no arbitrary one, but derived， even for speech， 
from the _ natural attributes of the root-syllable's vowel 
sound，or this sound s Position toward the strengthened 
consonants ; while on the other hand, by its heightening 
(PEebpxxp) of the speaking-accent the Melody made good 
again the latter s ousting by the Rhythm.” 

Now,the metres of Greek verse-building have come down 
to_ us without this reconciling melody (as their architec- 
ture without its quondam ornament of colour)，and still 
less can we explain the endless cpexee1tul1iess of these 
metres from the changeful movements of the dance, because 
we no longer have before our eyes those movements, any 
more than we have that melody before our ears. 一 人 verse- 
measure abstracted from the Greek Letlytz under such 
conditions, must therefore unite in itself every conceivable 


# Tere，for sake of clearness, TI have been obliged bpobp to transpose some 
of the clauses of a sentence，and to divide its original body into two。 I 
notice this, as it is one of the very few cases，in Objex xd DzaM1za，wWhere 
Wagner's so-called “involved stylje ”presents any really serious di 鱼 culties to 
the literal translator. 一 工 R， 
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element of contradiction。 For its counterfeiting purposes 让 
demanded, before all else, a ruling of our sylliables .into 
“longs and shorts，which was utterly against their natural 
_disposition。， In a language already dissolved into the 
rankest prose， liftings and lowerings (Zebxxlpe1Np UNC .9c12- 
pzMp21N) of the speaking-tone can only be dictated by the 
4cceNl which we place upon certain words or syllables oz 
SCpe Oo1 zj1eltptOLCNe55。， This Accent，however is by no 
means good for once and all as the' quantity (das Cez0zcND 
of Greek prosody was good for every case; but it varies in 
cxact degree as th:， word or that syllable in the sentence 
is of stronger or weaker z7Mibpozl for the meaning， In our 
Speech we can only imitate a Greek Herpoy by, on the one 
hand, arbitrarily coining the Accent itself into za prosodic 
value，or on the other，sacrificing the Accent to an 
zMi4b&ZNCIJN prosodic value. Hitherto both plans have been 
tried in turn, so that the bewilderment, which such rhyth- 
mic-posing verses have inflicted on the Feeling, could only 
be smoothed away again by an arbitrary arrangement on 
the part of the Understanding ; for a better explanation 让 
set the Greek schema ' above the word-verse, and thereby 
told itself much the sort of thing that the painter once told 
the viewemn when he wrote beneath his picture :“Ihis is 
acow， 

了 How incapable is our language of any accurately rhyth- 
mic utterance in Verse，is shewn the plainest by .that 


simplest of all metres in which she has been accustomed 


to _ clothe herself in order 一 as modestly as possible 一 to 
shew herself in at least some sort of rhythmic garb， We 
mean the so-called ZeamzOzc in which she 1loves to Present 
herself to our eyes 一 and alas ! to our ears also 一 as 3 fhve- 
footed monster， Taken on its own merits, the unloveliness 
of this metre irks the Feeling, so soon as it is set before us 


without a break，as in our Spoken plays : but when 一 as 


indeed is inevitable 一 the most grievous violence is done to 

the live Accent of speech，for sake of this monotonous 

rhythm，then the hearing of such verses becomes a 

positive martyrdom ; for led astray from a correct and 
Q 
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rapid comprehension of the subject-matter， through the 
mnutilation of the speaking - accent，the hearer next jis 
violently held down to abandon his feelings to a painfully 
fatiguing ride on the hobbling Iambic，whose clattering 
trot must rob him of the last shred of sense and under- 
standing. 一 An intelligent actress was once So distressed by 
the iambics,，such as they are ambled on to the stage by 
our modern poets, that she had all her roles written out in 
Prose, So as not to be tempted Wety [op to exchange 
the natural speaking-accent for a sense-destroying scansion 
of the verse。 Through this sensible procedure this artist 
most certainly discovered that the pretended iambic was 
an illusion of the poetb which vanished so soon as ever the 
Verse was written out in prose and this prose was declaimed 
in an intelligible fashion ; most certainly she found that 
each line，when Spoken with natural feeling and intoned 
with sole regard to an unmistakable delivery of its mean- 
ing, contained but oze, Or at the utmost zwo syllables which 
called for a special lingering together with a sharper intona- 
tion ; that to these one Or two accented syllables the 
remainder bore a quite equable relation，unbroken by any 
Pause，any Swelling or sinking，any rise or fall ， while 
prosodic“longs and shorts could only fhgure among them 
through the expedient of stamping the root-syllables with 
an accent altogether forelign to our modern habit and 
thoroughly obstructive, nay destructive of the understand- 
ing of a phrase 一 namely an accent which， in favour of 
the Verse, must Shew itself as a rhythmic retardation (ch 
EU12 JINN1NLZSCZES JezzUE2EN2). 


I admit, that good verse-makers are distinguished from 
bad ones by justthe fact that they only Place the'longs'of 
the Iambic upon the root-syllables, and the “shorts' on the 
prefx or su 伍 x: but if the thus-determined“longs” as is 
certainly the intention of the Iambic, are delivered with 
rhythmical exactitude 一 Say, in the proportion of the whole 
notes of a bar to its half notes 一 ，that very treatment 
constitutes an offence against our linguistic usage, and an 
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offence which completely blocks any true and intelligible 
expression in consonance With our feeling.。 Were any 


prosodically increased “quantity ”present to our Feeling， 
in hearing these root- syllables， then it would have been 
quite impossible for the musician to let those iambic verses 
be declaimed in any rhythm you Please， and above all to 
rob them of their distinctive “quantity ”in such a way, that 
he should allot indiscriminately to long or short notes the 
supposititious long and short syllables、 But the mnusician 
was bound to the Accent alone ; and hrst in mnusic does 
this Accent gain importance, from_ its bearing on syllables 
which 一 as a_ chain of rhythmically uniform moments 一 in 
ordinary speech behave to the main-accent like a gradual 
upstroke* : for it here has to answer to the rhythmical 
weight of the'“good and bad parts of the bamr and to win 
a_ marked distinction through raising or sinking the tone 
(dzuzipZ ,91etpge2N 0OdE1 97111peNt 025 7o11e3). 一 As a rule，how- 
ever，the Poet further saw himself compelled，in the 
Iambic, to give up all thought of turning the root-syllables 
into prosodic “longs，and to choose at lief or hazard either 
this or thatbt from out a row of equally accented syllables， 
Whereto to accord the honour of a prosodic “length  ; 


whereas，next-door to it, he was constrained to degrade a 


root-syllable into a prosodic“short，so as to dispose his 
words intelligibly. 一 

The secret of this Iambic has become patent on our 
acting stages， JIntelligent actors，concerned to address the 
hearers Understanding，have spoken this verse as naked 
prose; unintelligent ones, unable to grasp the content of 
the verse by reason of its beat，have declaimed it as a 
sense- and tone-less melody，alike un-intelligible as un- 
melodious. 


“4 Und erst in der Musik gewinnt dieser Accent von Syliben, die in des 
gewohnljichen Sprache 一 als eine 术 ette rhythmisch ganz gleicher Momente 一 
zum Hauptaccente sich wie ein steigender Auftakt verhalten, eine Bedeutung.” 
I here give the German clause，since the “von “一 meaning either of ”or 
“ from "一 gives rise to a little uncertainty,，albeif not vitally affecting the gexeerGZ 
sense. 一 下 &. 
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Where as among the Romanic peoples，a RpYytpzp 共 
-based on prosodic longs and shorts has never been at- 
tempted in spoken verse，and the verse-line therefore has 
only been governed by the number of syllables, there the 
21L-I1AIIMUe has been set fast as an indispensable condition 
of the verse's very existence. 

In this 了 nd-rhyme lies the characteristic essence of tbhe 
Chpzzsliazt Melody，as whose verbal residue it is to be 
regarded， Its signipcance we may figure to ourselves at 
once, by calling to mind the cpoxale of .the Church， The 
melody of this chant is absolutely neutral in its rhythm ; 让 
strides on，step by step，in completely even beats (7Cp 
L21pe1zth merely pausing at the end of a breath to take its 
breath anew.， The division into stronger and weaker bar- 
parts is a substitution of later date ; the original church- 
melody knew nothing of such a division. For 怒 the root 
and_ coupling syllables were quite alike; Speech had no 
authority over it, but only an aptitude for being resolved 
into an emotional expression，whose substance was fear of 
the Lord and desire of Death. Only where the breath 
gave out，at the close of a melodic segment did Word- 


speech take a Share in the melody, through the rhymeof 


its ending syllable; and this rhyme was so defhinitely an 
affair of the melody s last-held note, that in the case of so- 
called feminine endings the short after-syllable alone 
needed to rhyme, and the rhyme of such a syllable was 
deemed a fitting pendant for a Preceding or succeeding 
masculine end-rhyme : a positive proof of the absence of 
any Rpyt1Noeatzp in either this melody or this verse. 


Finally divorced from this melody by the secular poet， 
the word-verse would have been wholly unrecognisable as 
Verse, without its end-rhyme， Seeing that the breathing- 
Periods did not so obviously mark off the lines, as in the 
chanted melody，and that .the syllables were uniformly 
dwelt-on without the smallest distinction, 一 their zzMtpe， 
the line's sole governing factor, could not have parcelled- 
off the verse-lines at all recognisably，had not the end- 
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rhyme so audibly denoted the moment of severance that 认 

made good the lacking “moment' of Melody，the taking 
of a fresh deep breath， This End-rhyme therefore, since 
it was also dwelt on as the stanza's rounding-off (de ax 
361W2 3UEL2UCZ CC05 CUN GEMi SCpetCeNdU2N Jeyz5Cb5CL5E VE1ZOCZLZ 
ZUVJL2), acquired so weighty a signihcance for spoken verse， 
that all the other syllables of the line had to rank as 3 
mere Preparatory onset on its closing syllable, as a length- 
ened upstroke for the down-beat of the rhyme. 

This ”movement towards the closing syllable was 
thoroughly in keeping with the character of the Romanic 
peoples' speech，which，after its _ heterogeneous mixing of 
fragments from alien and outlived tongues had modelled 
.itself in such a 人 fashion, that the Feeling was completely 
debarred from any understanding of the primal roots。 
This we may learn the plainest from the French language， 
in which the speaking accent has become the absolute 
antithesis of an intonation of the root-Syllables，such as 
must be natural to the Feeling when there still remains a 
vestige of connection with the roots of speech Ihe 
Frenchman never lays stress upon any but the fnal 
syllable of a word, however far ahead the root may lie, in 
compound or elongated words，and even 让 this fnal 


syllable is a mere inessential appendage.， Moreoven in his 


phrase he drives all the words together into one monoton- 
ously hastening onset upon the closing word，or rather- 一 
the closing syllable ; and on this he lingers with a strongly 
lifted accent，even when this closing word 一 as customary 
一 -is by no means the weightiest of the Phrase : for，in 
direct opposition to _ this speaking accenb the French- 
man habitually constructs his phrase so as to drive all 
its deterimninative moments into its commencement ; 
whereas the German，for instance，relegates them to its 
close. IThis strife between the Content of the phrase and 
its 卫 Xpression through the speaking-accent, we may easily 
explain by the infuence of the end-rhymed verse upon the 
Speech of everyday。 So soon as this latter is roused by 
any particular excitement, it involuntarily expresses itself 
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in accordance with the character of that verse, the remnant 
of the older melody ; just as on the other hand the German， 
in a like event speaks out in Stabreims 一 e.g.“ Zittern und 
. Zagen， “ Schimpf und Schande. 一 
Thus the chief characteristic of the End-rhyme is that, “ 
without any integral connection with the phrase, it appears 
as 8 help-in-need for establishing the Verse, and a help to 
which the expression of ordinary speech feels driven when- 
ever it wishes to give utterance to a heightened emotion. 
As compared with the ordinary verbal expression, the end- 
rhymed verse is the attempt to communicate a heightened 
matter in such a Way as to produce a _ corresponding impres- 
sion on the Feeling, and this by very means of an expres- 
sion differing from that of everyday. 一 This everyday expres- 
Sion，however，WwWas the organ of communication between 
the Understanding on the one part and the Understanding 
”on the other ; through an expression different from this， 
through a :exegNieNed one, the communicator wanted, in a 
Sense, to avoid the Understanding, i.e. to address himself 
just to that which differs from the Understanding, namely 
to the Feeling。 This he sought to attain by rousing the 
Physical organ of speech-reception 一 which took up the 
Understanding's message in a duite indifferent un-con- 
sciousness 一 to a consciousness of its functions, inasmuch as 
he sought to evoke in it a purely sensuous pleasure in the 
五 xpression itself The word-verse which closes with an 
end-rhyme may well incite the sentient organ of hearing to 
give heed so fan that it feels captivated by the listening for 
.areturn of the rhyming period : but hereby it is only 
attuned to just giving heed，i.e. it falls into a state of 
Strained expectancy，which must be Salzj1zed 22 10e 1 
cijpaczty of the hearing-organ if the jatter is to be stirred 
into such active interest and fnally to be so completely 
contented, that it may transmit the delightful acquisition 
to mans whole receptive-facujty.， Only when the Zz0poe 
power of man's Feeling is completely stirred to interest in 
an object conveyed to it through a recipient sense，does 
that object win the force to expand its concentrated essence 
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again, in such a way as to bring the Understanding an in- 
fnitely enriched and sapid food， But as every communica- 
tion is aimed at a MU1xpGCL-UNC27zSVONCLiNB, So also the poet's 
aim at last makes only for a communication to the Under- 
standing : to reach this positive understanding, however he 
does not assume it in advance, in the quarter to which he 
addresses himself but in a sense he wishes to get it first 
begotten by a comprehension of his aim ; and the bearing- 
organ for this begettal is，so to say, man's Feeling-power.e 
This Feeling-powechowevemris not a consenting party to that 
_birth, until it has been set into the highest state of agitation 
through the thing received, and thus acquires the force for 
bearing. But this force comes first to itthrough Want(NVoz， 
and Want through the overfhill to which the thing received 
hasthriven : onlythat which overburdens a bearing organism， 
compejls it to the act of birth ; and the bringing forth an 
understanding of the poetic-aim is the recipient Feeling s 
impartal of this aim to the inner Understanding, 一 which we 
must look on as the ending of the bearing Feeling's Want ， 
Now, the Word-poet who cannot impart his Aim to the 
nearest recipient organ, that of Hearing, so amply that this 
”Organ shall be roused into that highest agitation wherein 
is driven, in turn, to impart the thing received to the zole: 
receptive-faculty 一 the Word-poet， if he wants to enchain 
this organ for long, can only degrade and blunt it when 
”Da es bei jeder Mittheilung doch nur auf Perlimtdzzzss abgesehen isty so ， 
”geht auch die dichterische Absicht endlich nur auf eine Mittheilung an den 
Verstand hinaus : um aber zu diesem ganz sicheren Verstandnisse zu gelangeno， 
setzt Sie ihn da，wohin sie sich mittheilt，nicht von vornhberein voraus，sSondern 
sie will ihn an ibrem Verstandnisse sich gewissermassen erst erzeugen lassem， 
und das Gebarungsorgan dieser Zeugung isty，so zu Sagen, das Ce 亿 hjsvermogen 
des Menschen. 一 I have quoted this sentence in 所 ll， as it is the most difcult 
to interpret in all the book. Its dztli is Plain enough，from the context 和 bwt 
our author has here sllowed himselt the perilous pleasure of a word-play upon 
1VZvilaMd and 1exsl1td1tt5s (4 Understanding ”in the abstractand the concrete) 
jin the extremest manner of Feuerbach， An additional stumbling-block is 
presented to the translator，by the “sie”and the“'ihn,” as we have no 
&2NCC7 for OU 4 过 2 工 have therefore been forced to replace the “sie 一 
referring to the “poet's aim "一 by he”(e.…the poet ") in the portion of 
”fthe sentence ac1jzey the colon, in order to avoid a confhlict between the“it “s. 一 
A reference to page 2o7, in Chapter IV. of Part II. wii prove of service. 一 T&。 
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he makes it forget in a sense, its infhnite capacity for re- 
ception, 一 Or else he renounces all appeal to its infhnite 
Power of aid, and employs it again as a mere Slavish go- 
between for the transference of thought to thought for the 
Parleying of the Understanding zwz 太 the Understanding : 
which is as much as to say that the poet abandons his Aim， 
he ceases his jpoestzyg he merely stirs in the recipient Under- 
standing its stock of things already known, of things brought 
to it earlier through the senses ; he arranges the old in new 
-Combinations, but imparts to it _ nothing new. 一 Ihrougha 
mere enhancement of Word-speech by the rhymed verse， 
the poet can reach nothing beyond the forcing of the 
recipient ear to an unsympathetic，puerilely superfhcial 
attention，which 一 busied with its own object，just the in- 
expressive Word-rhyme 一 cannot at all extend its field 


zo0t11zzz。 The poetb whose Aim was not this mere arousal 


of so_ unsympathetic an attention, must at last look quite 
aside from the cooperation of the Feeling and try to dissi- 
pate again its fruitless stir, in order to be able once more 
to address the Unuderstanding undisturbed, 


Zozo that highest, bearing power of the Feeling is alone 
to be aroused, we shall learn a little better when we have 
first inquired in what relation our modern Music stands to 
this rhythmic or end-rhymed verse of our modern Poetry， 
and what inhuence this verse has been able to exert on her， 


作 


Divorced from the Word-verse which had cut itself adrift 
from her ,Melody had gone on her own particular path of 
evolution。 We have already followed this somewhat closely， 
and recognised that Melody 一 as the surface of an endlessly 
developed Harmony, and borne on the wings of a complex 
及 NUpmtt2 borrowed from the bodily Dance and unfolded 
into rankest fll 一 had inflated herself to the pitch of lay- 
ing claim to govern Foetry and ordain the Drama, as a 
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sclf-dependent entity in Art Word-verse likewise thriven 
to independence，could not exert any shaping infuence 
upon this Melody, wherever it came in contact with her on 
account of its ricketiness and incapacity for emotional ex- 
pression ; on the contrary,， in any brush with Melody its 
own entire falsity and _ nothingness must come to open 
show. The rhythmic-verse was resolved by Melody into 
its truly quite un-rhythmic factors, which then were newly 
”patched together according to rhythmic Melody's absolute 
good-pleasure : while the End-rhyme was drowned，Ppast 
any trace or hearing, in the mighty billows of her sound. 
When Melody held strzctly to the Word-verse and arranged 
her ornament so as to bring into relief the 5exzisxioxs purpose 
”of its structure, She disclosed the very thing in this verse 
”Which the intelligent declaimer，concerned for an under- 
standing of its Content, had thought needful to conceal : 
”namely its poverty-stricken outward Setting (Ka5szp7108 
which dishgured the right pronunciation of the words and 
confounded all their meaning， This Setting might do the 
smallest harm, when it was not markedly driven-in upon 
the senses; but it cut off all possibility of the Content's 
being understood，so soon as ever it aired its own im- 
portance before the sense of hearing and thus induced the 
”jlatter to post itself as a rigid barrier between the message 
and the inner receptivity， Moreover，when Melody thus 
subordinated herself to the Word-verse，when she con- 
tented herself with giving its rhymes and rhythms just 
precisely the roundness of her singing tone, then she not 
only exposed the lie and ugliness of the verse s sensuous 
Setting 一 together with the stultihcation of its Content 一 
but she robbed her self of all power of shewing herself in 
senSsuous beauty and raising the verses Content to an 
enthralling moment -of-Feeling. 

Wherefore that Melody which remained conscious of 
her aptitude for inhnite emotional-expression, 一 acquirecd 
on Mnusics own domain, 一 paid no heed at all to the 
sensuous setting of the Word-verse，since it must griev- 
ously affect her shaping from her own resources。， She 
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chose instead. the task of announcing herself entirely 
Jor herself as independent vocal-melody, in an expression 
which rendered the emotional-content of the words accord- 
ing to its broadest generality ; and indeed in a specifically 
musical setting, toward which the word-verse merely held 
the position of the explanatory label beneath a painting. 

Where the melody did not go so far as to cast away the 
Content of the verse and employ the vowels and conson- 
ants of its syllables as a mere material for the singers 
mouth to chew，there the connecting bond between the 
verse and melody remained the speaptz1eg acce11t 一 Gluck s 
endeavourm as TI have already mentioned, was only directed 
to gaining from the speaking accent a vindication for the 
melodic accent，which before his time had been mostly 
wayward as regards the verse， If however，in his sole 
concern for a melodically-strengthened but otherwise faith- 
ful reproduction of the natural speaking-expression，the 
musician held to the xjetfoxzcazl acce1ztt as the only thing 
that could afford a natural and intelligible bond between 
the talk and the melody, 一 then he had at like time to 
CO1MtJLetely 2Ub5et 1Ve Weyzise :for he had to lift out of it the 
人 ccentb as the only thing to be dwelt on, and must let fall 
all the other intonations, whether of an imaginary prosodic 
“quantity "or of the end-rhyme， He thus passed over the 
Verse for the same reasons as those which decided the 
intejligent actor to Speak it as naturally-accented Prose， 
But the musician herewith dzssolved zzzio byose not only the 
Verse but also his own melody ; for of that melody which 
merely reinforced by Tone the rhetorical accent of a verse 
already disbanded into prose, there remained nothing over 
but C WMS5zCCL 7Dzo52. 

As a matter of iact the whole dispute, in the difterent 
conceptions of Melody, has revolved round the question as 
to whether，and how, the melody should be governed by 
.the word-verse， TIhe ready - made melody，essentially 
obtained from Dance 一 the melody as which alone our 
modern ear can conceive the essence of Melody at all 一 
will by no manner of means accommodate itself to the 
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_Speaking-accent of the word-verse， This accent shews 
，itself now in this, now in that mcmber of the verse， and 
never returns to the same position in the verse-line ; 
because our poets have fattered their fancy with the 
.will-o -the-wisp of either a prosodically rhythmic versc，， 
or 3 verse become melodic through its end-rhyme，and 
for sake of this phantom have forgotten to take for the 
verses only rhythm-setting “moment ”the actual living 
Accent of Speech。 Nay, in non-prosodic verse these poets 
_ have not even paid heed to defhinitely placing their speak- 
ing-accent on the only landmark of this verse，its End- 
rhyme; but the more habituated they have become to the 
use of rhyme，the more frequently have they taken any 
entirely un-emphasised end-syllable and used it for an 
end-rhyme. 

But a melody can only stamp itself at all seizably upon 
the ear，through its_ containing a repetition of defhnite 
melodic moments in a dehnite rhythm ; it such moments 
either do not return at all or make themselves unrecognis- 
able by returning upon parts of the bar which do not 
rhythmically correspond，then the melody lacks the very 
bond of union which first makes of it a melody, 一 just as 
the word-verse first becomes a genuine verse through 
a precisely similar bond.， A melody thus united in itself， 
howeven will not ft a word-verse which only possesses this 
uniting bond in imagination, and not in reality : here the 
speech-accent，to be emphasised according to the verses 
SEN5e alone, does not answer to the necessary return of the 
melismic and rhythmic accents of the melody，and the 
Musician who does not wish to sacrihce his melody, but to 
give it forth betore all else, 一 since in it alone can he intel- 
ligibly address the Feeling, 一 Sees himself therefore com- 
pelled to regard the speech-accent only where it acczdezjeLy 
coincides with the melody。 But this is tantamount to 
-_giving up all cohesion of the melody with the verse: fon 
once the musician leaves the speaking accent out of countb 
far less can he feel any compunction as to the verses 
imaginary prosodic rhythm, and at last he treats this verse 


4 
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一 the original instigating ' moment of speech 一 purely and 
solely according to his melodic good pleasure ji a course in 
which he feels completely justifhed, so long as he remembers 
to render as effectively as possible，in his melody，the 
general emotional-contents of the verse. 


Had the Poet ever come by a genuine longing to raise “ 
his vehicle of Speech to the persuasive plenitude of 
Melody, then he must first of all have bestirred himself to 
so employ the speaking Accent as the only measure-giving 
moment ”for his verse，that in its symmetrical return 
(ezl5pzecpeNdeENt 1Vtzeaderpepz) it Should establish a whole- 
some Rhythmos, as necessary to the verse itself as to the 
melody.， But we nowhere see the slightest trace of this : 
or 计 we recognise a trace, it is where the verse-maker 
gives up 4 思 xzoxz all pretence of a poetic aim ; where 
he proposes, not to _ create (dicplez)，but as the Absolute 
Mnusicians humble servant and. word-purveyon to merely 
patch together certain counted-out and rhyming syllables, 
with which the Mnusician，in supreme contempt for the 
words, then does whatever he listeth. 


How signihcant it is，on the other hand，that certain 
beautiful verses of Goethe s 一 verses in which the poet 
bestirred himself so far as in him lay, to reach a certain 
melodic swing 一 are commonly designated by mnusicians 
as 10O0 beczxtt1UpL too perfect for musical setting! The 
truth of the thing is，that a musical setting completely 
answering the sense of these verses，too，would resolve 
them into prose, and from out this prose must hrst ye-bear 
them as an independent melody ; for our mnusical Feeling 
is instinctively aware that that veyse-melody withal is a 
mere 2MtLbgUNCIY one, its Semblance a pretty fiction of the 
Phantasy, and thus that it is a melody quite other than 
the Mnusical one, which has to manifest itself in altogether 
defhnite and sens-ible reality， If then, we hold those verses 
too beanutiful to set to music we are only saying that 让 
Pains us to think of destroying them as Verse 一 a thing we 
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allow ourselves to do with fewer qualms of conscience， 
whenever a less respect-able effort of the poet is placed 
before us， But at the same time we thus admit, that we 
can form no idea of a correct relation between Verse and 
Melody. 

The most recent melodist, after he had passed in review 
all the fruitless attempts at devising a mutually redeeming， 
a creatively furthering union of the Word-verse with the 
Tone-melody, and above all had observed the evil infuence 
which a faithful reproduction of the Speaking-accent 
exerted on the Melody, even to its distortion into a kind 
of mnusical prose 一 this melodist, so soon as on the other 
hand he declined to dishgure or completely give the lieto 
the verse through a frivolous melody, saw himself induced 
to compose melodies wherein he might altogether avoid any 
vexatious contact with Verse ; which he respected in itself 
butfound a drag on Melody，He named his product“ .9ozzex 
z0z1pott Joxidrg” ; and very properly mnust songs-z0zZ2ozpt- 
words be the outcome of disputes in which one could only 
come to an issue by leaving them unsettled. 一 Ihis now so 
favourite “ Song without words”is the faithful translation 
of our whole music into the language of the pianoforte， 
for the use of our art-commercial-travellers， In it，the 
Musician tells the Poet :“Do as you please, and I will do 
as 7 please! We shall get on best together，when we 
have nothing to do with each other. 一 

Let us now see how we are So to get at this“Musician 
_ without Words ”through the driving force of the highest 
Pcetic-aim, that we may lift him off his quilted piano-stool， 
and place him in a world of highest artistic faculty ; which 
shall open out to him at last the begetting power of the 
J1ox 巡 一 of the Word, whereof he disembarrassed himself 
with _ such feminine ease, 一 of the Word which ZeelozveX 
got born for him from out the giant labour-pains of 
Music ! 


本 


Life，we have to win jyzom 10e Poyose OF oUy- 
0O7001N JpecpZ the heightened 了 xpression in 
Which the poetic Aim shall manifest itselfin all 
its potence to the Feeling，A verbal expression 
which tears asunder the bond of connection with ordinary 
Speech，by basing its physical manifestment on imported 
moments ' foreign to the nature of our ordinary speech 一 
such as that prosodic rhythm above-denoted, 一 can only 
bewilder the Feeling. 
In modern speech no other intonations are employed 
than those of the prosaic jeapzjlg-CCcceNt which has no 
fxed dwelling in the natural stress of the Root-syllables， 


but in each fresh phrase is lodged zwexezyex needful for the 


zxptzNboge of an understanding of one Particular aim, in keep- 
ing with that phrase's sense， Ihe speech of modern daily 
life differs from the older, poetic Speech in this : that, for 
sake of an undcrstanding, it needs a far more copious use 
of words and clauses, than did the other， In our language 
of daily life we discuss matters having no more touch with 
the meaning of our own roots of speech，than they have 
with Nature at large; it therefore has to take the most 
complicated turns and 'twists, in order to paraphrase the 
meanings of Primitive or imported speech-roots 一 which 
have become altered or newly accommodated to our social 
relations and views, and in any case estranged from our 
Feeling, 一 and thus to bring them to a conventional under- 
standing.。 As our sentences are diffuse and endlessiy 
expanded, to admit this apparatus of accommodation, they 


would be made completely unintelligible if the speaking- 


accent gave prominence to the root-syllables by a frequent 


emphasis。 A comprehension of these phrases must have 
254 
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its path smoothed for it by the accent being employed bnut 
Very sparingly，and only for their weightiest moments ; 
whereas all the remaining moments, however weighty the 


signifcance of their roots，must naturally be left entirely 


un-emphasised, for very reason of their frequency. 

I6 now，we give a little thought to what we have to 
understand by the compression and concentration of the 
moments-of-action and their motives，as necessary to a 
realisement of the poetic Aim ; and if we recognise that 
these operations，again，can only be effected through a 
similarly compressed and concentrated 卫 xpression : then 
we shall be driven at once to See pozo We have to deal with 
our language， Just as we cut away from these “moments' 


Of action，and for their sakes from their conditioning 
”motives，all that was accidental，petty，and indehnite ; 


.just as we had to remove from their Content all that 


disfgured it from outside, all that savoured of the State， 
of pragmatically Historical and dogmatically Religious 一 
in order to display that Content as a purely 芋 uman one 
and dictated by theyFeeling : so also have we to cut away 


_ from the verbal expression all that springs from，and 


二 


ansSwers to, these dishgurements of the Purely-human and 
Feeling-bidden (des Ce12pLyztotptzveNdtlpetz) ; and to remove 


it in such a way that this purely-human core shall alone 


remain. 一 But the very thing which marred the purely- 
human content of a verbal utterance, is the same which 
so Stretched out the Phrase that its speaking-accent hadto 


be most sparingly _ distributed，while a disproportionate 


number of the words must necessarily be left un-empha- 
sised， So that the poeb who wanted to assign 3a prosodic 


”Weight to these Nun-emphasisable words， gave himself up to 


a complete illusion ; as to which a conscientious scanning of _ 
his verse, out loud, must have in so far enlightened him, as 
he saw the phrase's sense disftgured and made unintellig- 


lble by such a method of delivery， Certainly, the beauty 


of a_ verse has hitherto consisted in the poet s having cut 
away from his phrase，as much as possible，whatever 
auxiliary words too cumbrously hedged-in its Main-accent : 
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he has sought for the simplest exXpressions，needing the 


fewest go-betweens， in order to bring his Accents closer 


together ; and for this purpose he has also freed his 
Subject-matter as much as he could, from a burdensome 
Surrounding of historico-social and state-religious relations 


and conditionings， But the poet has never heretofore - 


been able to bring this to such a point，that he could 
impart his subject unconditionally to the Feeling and 
nothing else 一 any more than he has brought his vehicle 
Of expression to a like enhancement ; for this enhancement 
to the highest pitch of emotional utterance could only have 
been reached precisely in an ascension of the verse into 
the melody, 一 an ascension which, as we have Seen because 
we MtztUsl See, has not as yet been rendered feasible。 Where 
the poeb however, has believed that he had condensed the 
speaking-verse itself into a pure moment-of-Feeling,， with- 
out this ascension of his verse into actual Melody, Zexe 
meither he, nor the object of his portrayal, has been com- 
Prehended either any longer by the Understanding, or by 
the Feeling. We all know verses of this sort, the attempts 
of our greatest poets to tune Words without music, into 
工 ones. 

Only 1et poetic Aim whose nature we have already 
_explained above，and in its necessary thrust toward . 
reajlisement， can Succeed in So freeing the prose-phrase of 
modern speech from all its mechanical apparatus of quali- 
fying words，that the genuine Accents may be drawn 
together into a Swiftly-seizable message， A faithful 
observance of the mode of. expression we employ when 
our Feeling is highly wrought, even in ordinary life，will 
”4upply the poet with an unfailing measure for the number 
of accents in a_ natural Phrase， In frank emotion, when we 
let go all _ conventional consideration for the spun-out 
modern phrase, we try to express ourselves briehy and to 
the point and if possible, zz ozpe OxeatZ，、 But in this succinct 
-expression We emphasise far more strongly than usual 一 
through the force of feeling 一 and also shift our accents 
closer together ; while, to make these accents ?11zpress the 
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.hearers Feeling as forcibly as we want to exzpress in them 
our Own feelings，we dwell on them with sharply lifted 
voice。 These Accents round themselves instinctively into 
a phrase, or a main section of a phrase, during the outfow 
of the breath, and their number will always stand in direct 
ratio to the excitement ; So that, for instance, an ireful, an 
4c1zVe emotion will allow a greater number of Accents to 
be emitted in one breath， whereas a deep, a 5sz1exzzzzpgr one 
will consume the whole breath-force in fewer more long- 
drawn tones. 一 
The Accents being governed by the breath, and shaping 
themselves to either a whole phrase or a substantial section 
.of a phrase according to the subject of expression, the poet 
will therefore regulate their number by the particular 
emotion to which he gives his immediate sympathy; and 
he will see to it that his coil of words is rid of that excess 
of auxiliary and explanatory lesser-words peculiar to the 
complicated phrase of Literature : at least So far，that 
their numerical bulk 一 despite the slurring of their intona- 
tion 一 Shall not consume the breath in vain. 一 The harm of 
our complex modern phrase，as regards the expression 


”of Feeling，has consisted in its being overstocked with 


unemphatic side-words, which have taken up the speakers 
breath to such an extent that，already exhausted,， or for 
sake of Saving "himself (czxs 3pexezitez Foxstzcpp he could ， 
only briefy dwell on the main-accent ; and thus an under- 
”gstanding of the hastily accented main-word could only be 
_imparted to the Understanding,，but not to the Feeling : 
since it _ needs the jppesg of . a sensuous expression，to， 
rouse the Feeling's interest, 一 In a compact construction 
the side-words, merely retaineqd by the poet in their smallest 
necessary numbern will behave to the words emphasised by 
the Speaking-accent like the mute consonants to the sound- 
ing vowels，which they enclose in order to individualise 
and condense them from a vague ejaculation (CuwsS ez72E]2 
CLLgeMiet11eNt 尼 N12b11GU1NESCUSC1UCpE) to an exXpression illus- 
trative of a particular object， A massing of consonants 
around a vowel without any justihcation before the Feel- 
有 
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ing, robs that vowel of all emotional ring ; just as a massing 
of side-words around a main-werd, when merely dictatedq 
by the meddlesome Understanding，shuts-off that main- 
word from the Feeling.， In the eyes of Feeling, a doubling 
or trebling of the consonant is only of necessity when the 
vowel thereby gains a drastic colouring, in harmony with 
a drastic property of the object which the root expresses ; 
and in the same way, an extra number of subsidiary words 
is only justifed before the Feeling when the accenteq 
main-word is specifhcally enhanced thereby in its ex- 
Pression，but not when it is lamed 一 as in the modern 
Phrase. 8 
We thus arrive at the _ natural basis of Rhythm, in th 

Spoken verse，as_ displayed in the LNVt7jlpg CNC LOzUezt1BS 
(HIebungen und Senkungen) of the accent;j while this . 
accent's utmost dehniteness and endless variety can onjly 
come to _ light through its intensifying into Musical 
Rhythm. 


Whatever number of liftings of the voice we may decide- 
on for one breath, and thus for one phrase or segment of a 
phrase, in keeping with the mood to be expressed, yet they 
will never be of equal strength among themselves， In the 
frst place a comtpletely ce9UCL 511eMNE12 of accents is not per- 
mitted by the sense of a clause，which always contains 
_both coxzdz1zozptzNpg and cozpdztz0Ncd moments， and, according 

to its character， either lifts the _ conditionoy above the con- 
ditionee，or the other way about. But neither does the 
Feeling permit an equal strength of accents ; since the 
Eeeling，of all others，can only be roused to interest 
(ZetzlpaNpUtE) by an easily grasped and physically marked 
cz5lz1tctlio1t between the moments of expression， Though 
we shall have to learn that this interest is hinally to be 
determined the most surely through a Modulation of the 
musical tone, for the present we will.neglect that means of 
enhancement，and merely bring home to ourselves the 
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infuence which an unequal strength of accents must 
necessarily exert upon the Rhythm of the phrase. 

Now that we have drawn the Accents together and 
freed them from their surrounding load of side-words and 
mean to shew their differentiation into weaker and stronger 
ones，wWe can only do it in a way that shall completely 
_ answer to the pood CNd pad paloes or pe MaUitcal 07 or 一 
which is the same thing at bottom 一 to the “good and bad， 
-bars of a musical period. But these good and bad bars, or 
half-bars, only make themselves known to the Feeling, as 
such，through their standing in a mutual relation whose 
path, again, is paved and lighted by the smaller intermedi- 
ate fractions of the bar.， Were the good and bad half-bars 
to stand entirely naked side by side 一 as in the cpoxazles of 


fthe Church 一 they could only make themselves known to 


Feeling as the merest ridge and hollow of the accent,* 
whereby the “bad ”bar-halves of a period must entirely 
lose their own accent and in fact would. cease to count at 
all as such : only by the intervening fractions of the bar 
acquiring rhythmic life, and being brought to a share in 
the accent of the bar-halves, can the weaker accent of the 
bad half-bars be also made to tell. 一 Now, the accented 


” Word-phrase governs of itself the characteristic relation o: 


_ those bar-fractions to the bar-halves, and that through the 
polorws of the accent and the ratio of these“hollows to 
the“'ridges， In ordinary pronunciation the unemphatic 
words and syllables，which we Place on the slope of the 
wave, mount upwards to the main-accent through a swell- 
ing of the emphasis, and fall away again through a slacking 
of the emphasis。、 IThe point to which they fall and from 
Which they mount to a fresh main-accent，is the weaker， 
- minor accent, which 一 in keeping with both the sexse and 
the eajpxessz0opt of the phrase 一 is governed by the main- 


”4 人 Hebungund Senkung， 一 the technical equivalent is arsis and thesis”; 
seeing that Opexy 2UNI Dya11pa Was not written for a mere professional public， 
however，andq that our author has avoided all academic labels wherever 
possible，I have preferred tbhe common terms as applied to a wave，or 
undulation，since the equivalent which I have employed earlier,“liftings and 
_ lowerings,”would be too cumbersome {ur protracted use, 一 TR。 
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accent as much as is the planet by the hxed. star， The 
mumber of preparatory or after (zacp1izllewde) syllables 
qdepends solely on the sense of the poetic diction ; of which， 
however，we presuppose that it shall express itself in 
utmost succinctness。 But the more necesSary it may seem 
to the poet, to increase the number of his preparatory or 
after syllables，so much the more characteristically is he 
thus enabled to liven the rhythm and give the Accent itself 
3a Special importance, 一 just as, on the other hand he may 
specialise the character of an Accent by placing it close 
beside the following one, zz1oxl any preparation or after- 
thought 

His power here is boundless in variety : but he cannot 
become fully conscious of it,until he intensifhes the rhythm 
of the Speaking-accent into the rhythm of Music in its . 
endless livening by Dance's varied motion。 IThe purely 
musical beat affords the poet possibilities of speech- 
expression which he was forced to forego, from the outsetb 
for his merely spoken word-verse， In merely Spoken verse 
the poet had to restrict the number of syllables in a 
“hollow' to two at the utmost, since with zxee he could 
not have avoided an emphasis being placed on one of 
them,， which naturally would have thrown his verse awry 
at once. This false accentuation he would never have had 
to fear if genuine prosodic longs and shorts had stood at 
his behest ; but since he could only allot his emphasis 
to the speaking-accent and since its incidence must be 
assumed as possible on every root-syllable, for sake of the 
verse, 一 it passed his wit to fnd a means of indicating the 
proper accent so unmistakably, that it should not be given 
to root-syllables on which he wished No emphasis to be 
placed. We are here Speaking，of course, of verses com- 
municated by means of writing,， and read as written : the 
living Verse，un-belonging to literature, we have in nowise 
to understapd as without its rhythmic-musical Melody ; 
alid if we take a good look at the monuments of Grecian 
_ILyric which have come down to us we shall hnd that a 
merely recited Greek verse presents us with the embarrass- 


POETRY AND TONE IN DRAMA OF FUTURE。、 261i 


ment 一 whenever we deliver it in accordance with the 
instinctive accentuation of Speech 一 of placing the accent 
on syllables which were left unemphasised in the original 
rhythmic melody，as pezN2 zclrded 和 11e Upp1yppe。 In 
merely spoken verse we can_never employ more than two 
syllables in the hollow,，because more than two syllables 
would at once displace the correct accenb and the resulting 
.dissolution of the Verse would force us into the necessity 
”of speaking it out as nothing but a washy Prose. 

The truth is，that in spoken，or to-be-sSpoken verse We 
lack the moment ' that might fx the duration of the crest 
-of the wave (Pebzxepey in such a way, that by it we could 
accurately measure out the hollows， According to our 
sheer pronouncing powers, we cannot stretch the duration 
of an accented syllable beyond the length of two un- 
accented syllables, without falling into the fault of drawling， 
-Or 一 as in fact we call it 一 “sing-song.” In ordinary Speech 
this“sing-song,”where it does not really become an actual 
singing and thus completely do away with ordinary speech， 
is rightly held for a fault ;for as a mere toneless drawling 
of the vowel or even of a consonant, it is rightdown ugly. 
Yet at the bottom of this tend to drawling 一 where it is not 
a Sheer habit of dialect, but shews itself involuntarily, in 
an access of emotion 一 there 1lies a _ something which our 
Prosodists and Metricists would have done well to regard， 
when they set themselves the task of explaining Grecian 
metres。 They had nothing in ear but our hurried speak- 
ing-accent，cut loose from the melody of Eeeling，when 
they invented the measure by which two “shorts” must 
always go to one 'long '; the explanation of Greek metres， 
in which six or more “Shorts' are matched at times by two 
or even a Single'long, must have readily occurred to them 
if they had had in ear for that so-called 'long the [xxzg-pelt 
NOL2 oj a MU5tUCCL baz Such as those Lyrists still had at least 
in letz ear when they varied the setting of words to known 
Folk-melodies， This sustained and rhythmically measured 
Tone, howeven is a thing the poet of our speaking-verse 
had no longer in his ear, whereas he now knew only the 
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brief-lived accent of Speech But if we hold fast by this 
Tone ， whose duration we not only can accurately deter- 
mine in the musical bar but also divide into its rhythmic 
fractions in the most varied manner then we shall obtain 
in those fractions the rhythmically vindicated，the mean- 
ingly distributed，melodic moments-of-expression for the 
syllables of the“hollow '; while their number will have 
solely to be regulated by the sense of the phrase and the 
intended effect of the expression， since we have found in 
the musical beat the certain Measure in accordance with 
which they cannot fail of coming to an understanding. 
This beat，howevem the poet has to regulate solely by 
the 卫 xpression he intends ; he himself must make it into 
a knowable Measure, and not have it haply thrust on him 
as Such， This he does by distributing the Accents， 
whether stronger Or weaker， in such sort that they shall 
form a phrase- or breathing-segment to which a following 
one may correspond，and that this following one may 
appear necessarily conditioned by the frst;i for only in 
a necessary，an enforcing or assuaging repetition，can 3 
weighty moment-of-expression display itself intelligibly to 
Eeeling， The arrangement of the stronger and weaker 
accents is therefore what sets the Measure for the par- 
ticular kind of beat, and for the rhythmic structure of the 
“period.: 一 Let us now gain an idea of such a measure- 
setting arrangement, as issuing from the poet s Aim. 

We will take the case of an expression which is of such 
a character as to allow the emphasising of three accents in 
ane breath, whereof the frst is the strongest, the second 

the weakest (as is almost always to be assumed in such a 
case), and the third again a lifted one : here the poet would 
instinctively arrange a phrase of two even bars，whereof 
the frst would have the strongest accent on its“good， 
half and on its “bad half the weaker one, while the second 
bar would have the third, the other lifted accent on its 
down-beat， The 'bad ' half of the second bar would serve 
for taking breath，and for the upstroke toward the frst 
bar of the second rhythmic phrase which mnust suitably 
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reiterate its predecessor。 In this phrase the hollows would 
mount as an upstroke for the downr-beat of the first bar and 
fall away as a downstroke to its “bad half  ; from which， 
again, they would mount to the “good half ”of the second 
bar。 Any strengthening of the secozd accent，as called- 
for by the sense of the phrase, would be easily effected 
rhythmically (apart from a melodic rise of pitch) by allow- 
.ing either the depression between it and.the first accent, Or 
the upstroke toward the third, to completely drop out 一 
_which must necessarily draw increased attention to just 
this intermediate accent. 一 

LI trust that this illustration 一 to which a host of others 
might readily be added 一 will sufhce to indicate the endless 
variety of comizMioNt-se7se (Sinnvollen) rhythmic devices at the 
service of the Word-verse, when its speaking-expression in 、 
entire keeping with its Content, makes up its mind to the 
necessary ascension into musical Melody, and in such a way 
that it predetermines the melody as the realisement of its 
own intrinsic aim. Through the number，position，and 
importance of the Accents, and through the greater or lesser 
volubility (Bezueeyzcppet) of the “hollows between the 
“ridges'， and their exhaustless relations to the lattem the 
sheer faculty of Speech itself affords so ample a variety of 
rhythmic forms，that their wealth，and the thence-sprung 
fecundation of man's purely Mnusical powers，must only 
shew itself still more immeasurable through each fresh 
art-creation that issues from the Poct s inner Stress. 


The rhythmically-accented verse of Speech has already 
brought us so close to the held tone of Song, that we now 
must necessarily draw nearer to the matter lying at its 
bottom 

If we continue to keep this one thing in eye, that the 
Poetic Aim can only be realised through its complete 
transmission from the Understanding to the Feeling : then. 
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here where we are busied with figuring the ccty of realise- 
ment through that transmission，we must examine closely 
into the capacity of each factor of 了 xpression for a direct 
communication to the senses ; Since the Feeling can only 
apprehend directly through the senses， With this end in 
view, we had to cut away from the Word-phrase all that 
madeit unimpressive to the Feeling, all that made it a sheer 
organ of the Understanding ; we thereby compressed its 
Content to a purely human one and seizable bythe Feeling， 
and we gave this Content a just as compact verbal 
xpression : inasmuch as, by drawing them closer to one 
another (and _ especially through a repetition of their 
sequence)，we lifted the necessary Accents of emotional 
discourse to a Rhythm instinctively enthralling to the ear。 

Now, the Accents, of a phrase thus ordered, cannot fall 
”anywhere but on parts of speech in which the purely human 
Content, the thing seizable by Eeeling，expresses itself tbhe 
most decisively ; therefore they will always fall on those 
significant root-Syllables wherein was originally expressed 
by us, not only a deftinite object seizable by the Feeling， 
but also the sensation (CNMNz4aUNg) which answers to that 
objects impression ”upon us. 

Until we are able, so to say, to'feel back ' our sensations 一 
一 made utterly unintelligible to ourselves by State-politics 
or religious dogmas 一 and thus to reach their original truth， 
we Shall never be in a position to 8grasp the sensuous sub- 


stance of our yoo1 or bjeec1， What scientihc research has 


disclosed to us, can only instruct the Understanding, but 
never bring the Feeling to an understanding of them ; and 
no scientiftc instruction, were it made so popular as to reach 
down to even our FEolk-schools, would be able to wake this 
understanding of our speech， Only from an unrufled a 
loving intercourse with Nature, from a necessary Need for 
purely human understanding of her : in short it can only 
come from a Jaxzl such as the Poet feels when he is 


< Eindruck,2 一 it should be pointed out that our author here uses “impres- 
sion ”from the point of view of the object that impresses， and thus sets it half 
Way Uetween “expression ”and“ sensation. 一 TR. 
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driven to impart himself with convincing sureness to the 
Feeling. 一 Science has laid bare to us the organism of 
Speech ; but what she shewed us was a dejivxnpct organism， 
which only the Poet's utmost Want can bring to life again ; 
and that by healing up the wounds with which the ana- 
tomic scalpel has gashed the body of Speech，and by 
breathing into it the breath that may ensoul it into living 
motion。 Boul lirg bzea 太 好 一 AMIzpsttc 一 一 

Pining for redemption, the Poet stands at present in the. 
winter frost of Speech，and looks yearningly across the 
snow-fats of pragmatic prose, with which are cloaked the 
erst SoO richly dizened fields，the sweet countenance of 


-，loving Mother Earth， But here and there, under the warm 


gushes of his sorrowing breath, the stubborn snow begins 
to _ melt ; and lo ! 一 from out 了 arths bosom sprout before 
him fresh green buds, shooting forth all new and lush from 
the ancient roots he took for dead, 一 until at last the sun of 
a new and never-aging human springtide mounts aloft 
dissolves away the snow, and lets the buds all burgeon into 
fragrant blossoms welcoming the sun with smiling eye. 一 
In those old primal roots, as in the roots of plants and 
trees 一 SO long as they still can keep an anchorage in the 
solid soil of 世 arth, 一 there must be dwelling an ever new- 
creative force, if so be they are not yet torn completely 
from the soil of the Folk itself Beneath the frosty mantie 
of its civilisation the Folk preserves, in the instinctiveness 
of its_ natural mode of speech, the roots through which 站 
holds to the soil of Nature ; and everyone may come by 
an instinctive understanding of them, if he turns from tbhe 
hubbub of our State-society conversation to seek a loving 
intercourse with Nafture, and thus unbars these roots to his 
Feeling，through an“unconscious ' use of their pzjzadyed 
properties。 The Poeb howevemr is the pzpozwey CN 16e xc0N- 
scz0xS，the aimful demonstrator of the instinctive ; the 
Feeling，which he fain would manifest to fellow-feeling， 
teaches him the expression he mnust use ; but his Under- 
standing shews him the Necessity of that expression。 工 
the poet，who thus speaks from consciousness to un 
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consciousness, would fain _ take count of the natural sway 
(QzpaoD) which bids him use 1bxsg expression and none 
other then he learns to know the nature of this expression ; 
and, in his impulse to impart, he wins from that nature the 
Powerof mastering this expression itself in all its necessity. 一 
Now', if the poet pries into the nature of the word which is 
forced upon him by his Feeling, as the only word to ht an 
object or an emotion woken by that object，he discovers 
this constraining force in the xyool of this word, which has 
been invented or found (ex1zvzptidep odez pe1ztdet) through 
the Necessity of man's earliest emotional stress， If he 
plunges deeper into the organism of this Root in order to 
track the emotion-swaying force he knows mnust dwell 
within it，since that force has made so determinant an 
impression on his Feeling, 一 then he perceives at last the 
fountain of that force in the purely sezszoxs body of this 
root whose primal substance is the ope7zz SOUNL 

This Open-sound is the embodied inner feeling, which 
wins the stuff for its embodiment in the moment of its out- 
ward manifestal，and wins，indeed，precisely 1Vct stu 作 
wvhich manifests itsel{ 一 according to the particularity of the 
stimulus 一 through the vowel of this root， In this uttering 
of the z7zMNe7 eelz1ztgr there also lies the strenuous reason why 
the root arouses the corresponding inner feeling of the 
fellow-man to whom that utterance reaches ; and this 
emotional-sway 一 if the poet would bring it to bear on 
others in the way he has experienced it himsel{ 一 can only 
be effected through the greatest fulness in the enunciation 
of the open-sound wherein alone the specifhc inner feeling 
can impart itself the most exhaustively and convincingly. 
-But this Open-sound，whose 如 ll enunciation becomes 
quite of itself a Musical Tone, is regulated in the speech- 
root by the closed soxNd5 (Mitlauter), which convert it from 
a moment of gezexz/ expression into the particular expres- 
sion of this one objecb or of this one emotion.。 TIhe 
Consonant thus has two chief functions, which, on account 
or their decisive weightiness, we have accurately to _ note， 
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人 The first function of the coxsozpcxpt consists in this : that 


it raises the open-sound of the root to a definite character- 
istic by frmly hedging-in its infinitely fuid_ element and 
through the lines of this delimitation it brings to the 
vowels colour in a' sense, the drawing which makes of 让 
an exactly distinguishable shape。 This function of the 
consonant is consequently the one turned ozxtzuaxri from the 
vowel， Its object is to defhinitely sever from the vowel 
whatever is to be differentiated therefrom，and to place 
itself as a sort of boundary-fence between the two， This 
important position the consonant takes up be1oxe the vowel， 


as its initial sound (4zlexAn，As aterminal sound (4pLcz 人 ， 


41jtex the vowel, the consonant is of less importance for 
hedging it from without，inasmuch as the vowel must 
already have shewn itself in its characteristic quality before 
the sounding of the terminal and the latter will therefore 
be more conditioned by the vowel itself as its necessary 
set-o 人 ff (4betz)，On the other hand，the consonantal 
closing sound is of determinative weight whenever it is so 
strengthened as to affect the sound of the vowel and thus 
is raised, itself into the characteristic moment of the root. 
We shall return to the infuence exerted bythe consonant 
upon the vowel itself For the present we have to deal 
with its outward function, and this it exercises the most 
determinatively in its position be1oxe the vowel as an initial 
sound， In this situation the consonant Shews us, in 3a Sense， 
the countenance (4MNeeyzcpl) of the root, whose body is hlled 
by the vowel's warmly streaming blood, and whose hinder 
side is turned from the eye, in the terminal， LIf we may 
understand by the root's“countenance”" the whole physiog- 
nomic exterior of man,， which he turns to face us as we 
meet him, we shall gain an accurate designation for the 
decisory importance of the initial consonant， In it the 
Individuality of the oncoming root is first shewn us ; just 


as man first shews himself as an individual through his 


physiognomic exterior and by this exterior we hold until 
the inner being has been able to display itself to us through 
a broader unfolding.， This physiognomic surface of the 


ae 加 
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speech-root imparts itself 一 so to say 一 to the eye of our 
peecp-11N1ULLEeNce ， and to this eye the poet has to commend 
it in the most effective way, if he is seeking to bring his 
shapings before eye and ear alike, so as to gain 名]1 com- 
Prehension by the Feeling， But, just as one phenomenon， 
among many, can rivet the ears intelligent attention only 
through presenting itself in a repetition which does not fall 
to the others' lot, and in virtue of this repetition it is singled 
out by the ear as a salient feature of especial interest : So 
also to the“eye”of Hearing it is _necessary that there 
should be a yxejec1edpresentment of any phenomenon which  . 
is to display itself as a distinct and definitely knowable 
thing. Only through the enunciation of at least two cor- 
responding Accents, in a connexion embracing both the 
subject and the predicate, could the rhythmic word-phrase 
一 knit according to the breath's necessity 一 intelligibly 
impart the meaning of its Content.， In his thrust to open 
up to Zecebxg an understanding of the phrase as an utterance 
of Jeeltjlpo and in his consciousness that this thrust can be 
satished only through the keenest interest of the directly 
reciplent sense-organ, the poet has now to commend these 
Accents to the Hearing in the most effective manner 
possible; and to do this, he must present them in a garb 
which not only shall distinguish them completely from the 
unemphasised root-words of the phrase, but shall also make 
this distinction obvious to the“eye "of Hearing by display- 
ing itself as a lpe a kindred garb of botp2 We accexN1 The 
Physiognomic likeness of the root-words, accented according 
to the sense of language* makes thcm swiftly recognisable 
by that“eye，and shews them in a kinship which is not 


“4 Die Cleichheit der Physiognomie der durch den Sprachsinn accentu。 
irten Wurzelworter ”&c. 一 This is one of a good many instances，in this 
region of the book，where Wagner has allowed his own acute“' sense of lang- 
uage”to lead him into tbat“stubbornness of stylje ”to which he alludqes on 
Page6 (ie. in the Dedicatioo of the Second Edition，1868)，and which I take 
to be a desire, manifested from time to time, to work one particular word and 
_its derivatives through every shade of meaning, in illustration of the matter 
in hand。 This method naturally Places unusual di 全 culties in the translator's 
Path, seeing that hardly a word in this book can be dropped without detracting 
from the main argument. 一 工 R. 
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only swiftly seizable by the sensory organ, but is in tcuth 
indwelling also in the semse of the root 
The sexse of a root jis the objective ' sensation 了 ied 
thereins; but first by its emzrbodzozezt does. a sensation 
become wzidezrtasdapie and this body itself is alike a 5exzsz- 
ouwi one, and one that can be determinately apprehended by 
nothing but the answering sense of Hearing. The poet's 
utterance will therefore be a swiftly understandable one, 让 
he concentrates the to-be-expressed sensation to its inmost 
cssence (CepaL) ; and this inmost essence will necessarily 
be a x1NzlazzaN (einheitliche) one, in the kinship of its con- 
ditioning and its _ conditioned moments， But a_ unitarian 
Sensation instinctively utters itself in a uniform (ezyz]ezy- 
lcpez) mode of ezpxesszot ，and this _ uniform expression 
wins its fullest enablement from that ozezNess of the speech- 
_root which reveals itself in a kinship of the conditioning 
and conditioned chief-moments of the phrase.”A sensation 
[or“ emotion "] such as can vindicate its own expression 
through the .cbxez7Mi of rootwords which call instinctively 
for emphasis,f is comprehensible to us beyond all doubt, 一 
provided the kinship of the roots is not deliberately dis- 
fgured and made unknowable through the sense of the 
phrase, as in our modern speech ; and only when this sen- 
sation，So expressed, has brought our Feeling to instinct- 
ively grasp it as ozie Mzjip does that Eeeling warrant any 
-mixing of it with another.， In the .labxez112 again，poetic 
. Speech has an infhnitely potent means of making a MtUXeEid sen- 
Sation swiftly understandable by the already biased (2exezzs 
pcstz7ji11ttet) Feeling ; and this means we may likewise call 
”ae115U0OU one, 一 in the signifcance that it too, is grounded 
on 3a comprehensive，and withal a dehnite seise in the 
Speech-root， In the fhrst place, the Purely sensuous aspect 
of the Stabreim is able to unite the physical expression of 
one Sensation with that of anothem in such a way that the 


Der .5272 ce Wurzel ist die in ihr verk5rperte 了 mphndung von einem 
Gegenstande.” 

+ “Eine Empfindung，die sich in ihrem Ausdrucke durch den .Slabrezmz der 

unwillkiirlich zu betonenden Wurzelw6rter rechtfertigen kann，，&c。 
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union shall be keenly perceptible to the eam and caress it 
by its naturalness，But further 一 through this innate power of 
the similar clang ' 一 the empse of the Stabreim-ed rootword 
which introduces the fresh sensation already dawns upon 
the ear as one E5521t1aL0] CI， ie as an antithesis included 
in the genus of the main-sensation ; and now, in all its 
general 3a 角 nity with the frst-expressed sensation，it is 
transmitted through the captivated Hearing to the Feeling， 
and onward through this, at last, to the Understanding 
itself. 幸 

In this respect the capacity of the immediate receiven 
Hearing，is so unbounded that it can knit the farthest- 
removed sensations, So soon as ever they are brought it in 
a physiognomic resemblance, and can transfer them to the 
Feeling as kindred, purely human ones， Against this all- 
embracing，all-uniting power of the sentient organ，what 
boots the naked Understanding 》 which foregoes this 
wonder-help, and degrades the sense of hearing to a servile 
porter for its bales of industrial goods!，This sentient 
organ is so self-surrendering to him who lovingly addresses 
it，SO 1lavish with its fund of love, that it can take the 
subversive Understandings myriad tatters，remake them 
as a Purely-human, a frst and last and ever One, and ofer 
them to the Feeling for its highest, most enravishing de- 
light. 一 Draw nigh this glorious sense, ye Poets! But draw 
nigh it as entire men, in full trust! Give it the amplest ye 
can ever compass，and what your Understanding never- 
more can bind ; this sense will bind it up for you, and give 
it back as an unending whole， So come to it with all your 
hearts, and eye to eye ji ofier it your countenance, the visage 
of the Word, 一 but not the hinder draggled side, which ye 
trail dully after you in the 了 nd-rhyme of your prosaic talk， 
and try to palm upon the ear, 一 just as though the payment 
of this childish tinkle, which one offers as a sopb to savages 
and fools，would earn your words unhindered_ entrance 
through its gateway to the brain s unresting threshing- 


”“ Die Liebe bringt Zust und 一 Leid， [Love brings delight and 一 Load 
一 人 WAGNER 
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ground。 The Ear is no child ; it is a staunch and 5 
woman, who in her love will.make that man the blessedest 
who brings 2w pzMisei1 the fullest matter for her bliss. 


ve 


And how little as yet we have offered this Ear with our 
mere bringing it the consonantal Stabreim ; albeit, through 
laf alone it has already opened-up to us the understand- 
ing.of all Speech! Let us search farther，and see how 
this understanding of Speech may raise itself to the highest 
understanding of Man, through the utmost arousal of the 
ar. 一 


Wehave to return once more to the Consonant to setit 
before us in its second function. 一 


The force that enables it to present to the Ear the seem- 
ingly most diverse objects and feelings, as allied through 
their initial rhyme, 一 this outward ee 名 cacy the Consonant 
acquired from nothing but its Situation towards the sound- 
ing Vowel of the root in which, again, it exercises its 17tzwi7L1 
function through determining that vowel s character. 一 Just 
as the consonant hedges the vowel from without，so does 让 
“also bound the vowel within : i.e. it determines the specifc 
nature of the latters manifestment, through the roughness 
or Smoothness of its inward contact therewith.* 工 bis 
weighty inward working of the consonant, however brings 
us into So direct a contact with the vowel, that our com- 
prehension of it must largely depend on a consideration of 


* The Singer who has to get the full tone out of the vowel, is acutely 
Sensitive to the differeoce between the effects of energetic consonants 一 Such as 
民 , R，P,，T 一 ,or indeed，strengthened ones 一 Such as Schr，Sp,，St，Pr 一 ，and 
softer，Weak ones 一 Such as G，L，B，D，W, 一 upon the open sound。 人 A 
strengthened terminal 一 nd，rt，st， 估 一 Where it is radical 一 as in Hand,” 
4 hart 4 Hast,” 天 raft "一 ，So defhinitely lays down the nature and duration 
of the vowel's utterance, that it downright insists on the latter's sounding bricf 
and Drisk ; and, being thus a characteristic token of the root it hts itself for 
rhyme 一 as Assonance (as in Iand und Mund ”). 一 R。WAGNER。 
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the vowel itself to which we are irresistibly pointed as the 
intrinsic content of the root. 

We have called the enclosing consonants the garment of 
the vowel，or more precisely，its physiognomic exterior. 
In view of their inward agency, let us call them still more 
accurately the feshy covering of the human body, organi- 
cally ingrown with the interior ; we thus shall gain a 
faithful image of the essence both of Consonant and 
Vowel as well as of their organic relations to one another. 一 
If we take the vowel for the whole zNNey 0721N115MM 0f man's 
living body, which prescribes from out itself the shaping of 
its outward show，as offered to the eye of the beholder : 
then we have to ascribe to the consonants 一 beyond the 
outward function of displaying themselves to the eye, as 
tbhat aforesaid show 一 the additional weighty offce of 
bringling to the inner organism，through the branching 
conduits of the sense-organs，those outward impressions 
which in turn determine this inner organism to a Particular 
employment of its facujlty of utterance.。 Just as the feshy 
covering of the human body has a skin which hedges 让 
outwaras from the eye, so has it also a skin turned inwards 
to the inner vital organs* : yet through this inner skin 让 
is nowise completely sundered from these organs, but clings 
together with them in such a fashion as to win from them 
its nourishment and power of outward shaping. 一 The 
blood, that bodily sap which in unbroken how alone can 
mete out life, this blood drives onward from the heart, in 
virtue of that connection of the fleshy covering with the 
inner organs，and thrusts to the outermost skin of this 
fesh ; from thence, leaving behind it the needful nourish- 
nent, it fows back to the heart again ; and the heart, as 
though in an overfhll of inner riches，now pours forth 
through the lungs 一 which had brought the outer air-stream 


sT may be allowed，perhaps, to add the explanation, that this“ inner skin ” 
ij what is anatomically known as the pevzloxzetxp1，1Nex70， &c. ; while the outer 
portion of the eyeball，the lining of the mouth &c.，and the chief zzperzza/ 
2pparatus of the ear，are all formed from embryonic doublings inward of the 
outer integument. 一 工 & 
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for the blood's enlivenment and freshening 一 this air-streamn 
pregnant with its own impassioned content, this directest 
outward manifestal of its inmost living warmth. 一 This 
heart is the opez SowUN2 in its richest，least dependent 
cenergy. Its livening blood, which it outwardly condensed 
into the consonant it turns back from this consonant to its 
primal seat since its overfill could never be consumed in 
that condensement ; and now，with its blood directly 
livened by the air-stream，the heart in utmost fulness 
breathes ze without. 

Toward Without the inner mart，as 3a 101N1e-emitter，ad- 
dresses himself to Hearing; just as his outer Shape had 
turned toward Sight. We have recognised the consonant 
as this ozxtex shape of the root-vowel ; and, since vowel and 
consonant alike addressed the Aceeaxz7p we Were obliged to 
fgure this Hearing as endowed with both a hearing and a 
Seeing faculty, so as to claim the 1latters service for the 
consonant 一 as it were，the outer speaking man， In the 
Stabreim we have pictured this consonant in its outermost 
and weightiest function,， as regards both sense and sound， 
and it there displayed itself to the Hearing s “eye ": on the 
other hand the vowel, whose innate vitalising property we 
have lately learnt, imparts itself to the very“ear "of 瓦 ear- ， 
ing.， But only when it is able to display its utmost quality， 
in the same fulness and self-dependence as we have 
allowed the consonant to_ unfold in the Stabreim ; only 
”When it can shew itself as not merely a sounding Zozwel 
(tonender Zazl) but a sounding toxpe (lautender 7Z7oxz), is 让 
in a position to engross the infhinite capacity of the“ear 
of that Hearing whose“seeing power ”we demanded at 
its highest for the consonant : onljy then，can this“ ear 
be filled to such a pitch，that it 人 alls into that excess of 
ecstasy where it needs must impart its boon to mans All- 
feeling, and rouse it into highest stir. 一 Just as that man 
alone can display himself in full persuasiveness, who an- 
nounces himself to our ear and eye at once: SO the 
message-bearer of the inner man cannot completely con- 


vince our Hearing，until it addresses itself with equal 
S 
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Persuasiveaness to both “eye and ear” of this Hearing. 
But this happens only through 及 oxw- 7oxpe-speccp and poet 
and musician have hitherto addressed but half the man 
apiece : the poet turned towards this Hearing's eye alone， 
the musician only to its ear。YVet nothing but the whole see- 
ing and hearing 一 that is to say, the completely xzda2xslzNtl- 
z108 了 ar can apprehend the inner man past all mistake. 一 

That strenuous force which dwelt in the Speech-roob 
and necessarily determined the poet in his search for the 
surest expression of a feeling, to employ this one particular 
word as alone complying with his Aim, 一 that force the 
poet recognises with full conviction as inherent in the 
sounding vowel, so soon as ever he sets it before him at its 
fullest，as the genuine，breath-souled (Clezzapeseelle1t)] 101C. 
JIn this Tone speaks out the most unmistakably the vowels 
27OL201CL cojztfe1p1j which an innermost Necessity bade clothe 
itself in this vowel and none other ; just as this vowel， 
confronted with the outer object, condensed for its outer 
covering this consonant and none other， To resolve this 
vowel into its highest emotional expression, to _ let its ut- 
most fulness broaden out and consume itself in the heart's- 
tone of Song : for the poet this means, to make the ere- 
while wilful, and therefore disquieting factor of his poetic 
了 xpression into an un-wilful into a thing which as deter- 
minately renders back the feeling as it determinatively 
seizes it， He therefore gains full quieting in nothing bnut 
the fullest stir of his 也 xpression ; onljy by employing his 
expressional-faculty according to its highest innate powem， 
can he make it to the organ of Eeeling，which in its turn 
imparts itself directljy to the Feeling ; and from his own 
faculty of Speech, does this organ thrive, So soon as ever 
he measures and emEloys it in its zw 人 ole capacity. 一 

To impart a feeling with utmost plainness, the poet has 
already ranged his row of words into a musical bar accord- 
ing to their spoken Accents, and has sought by the Conson- 
antal Stabreim to bring them to the Feeling's understand- 
ing in an easier and more sensuous form ; he will still more 
completely facilitate this understanding，if he takes the 
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Vowels of the accented root-words, as earlier their conson- 
ants and knits them also into such a rhyme as will most 
dehnitely open up their understanding to the Feeling. 
An understanding of the vowel however is not based upon 
its superficial analogy with a rhyming vowel of another 
root;i but，since CQLL He zyozue0 Ce 8gtMGLLY CR 10 01 
01NOlpe1 it is based on the CrcloszNppg oj 1115 Ur-Ez1zSN2 
through giving full value to the vowel's emzotzozCl cozzteztj py 
VC0ONS ON MUSUCCL 7 OCThe vowel itself is nothing but a zoxze 
Code1N5Ed .its Specific manifestation is determined through 
its turning toward the outer surface of the Feeling's body '; 
which 1latter 一 as we have said 一 displays to the eye '" of 
Hearing the mirrored image of the outward object that 
has acted on it， IThe object s effect on the body-of-Feeling， 
itsell is manifested by the vowel through a direct utterance 
of feeling along the nearest path, thus expanding the in- 
dividuality it has acquired from without into the univer- 
sajlity of pure emotion *; and this takes place in the 
Musical Tone， To That which bore the vowel, and bade 
.it outwardly condense itself into the consonant 一 to 工 hat 
the vowel returns as a specifc entity, enriched by the world 
outside, in order to dissolve itself in ?8 now equally en- 
riched.+ This enriched, this individually established，this 
Tone expanded to the_ universality of Feeling，is the re- 
deeming moment ' of the poets TIhought ; and Thought 
in this redemption，becomes an immediate ozxtbpoxy co 1 
Zeelt11g。 


By the poet's resolving the Vowel of his accentuated and 


“Die Wirkung des Gegenstandes auf den Gefihlsk6rper selbst giebt de 
Vokal durh unmittelbare Ausserung des Geftihles auf dem ibm nichsten Wepge 
kund, indem er seine, von Aussen empfangene Individualitat zu der Univer- 
salitit des reinen Ge 人 hlsvermo5gens ausdehnt ”&c. 一 

+ Reference should here be made to the “heart， breath, &c.” simile on 
page 272，and to its resumption as a metaphor，on page. 274， With regard 
to its immediate terms, this sentence is a singular proof of how pl/e Wagner 
needed to borrow from Schopenhauer，whben he wrote his 77rzrLanp Wi Lo 
poem,， and how close his own rehections had brought him to that Pantheism 
.Which forms the substantial basis of 6 Die 1VeUL ep 1130e ML orrleLNpneg 

一 工 R， 


2706 ”OPERA AND DRAMA : PART IIL 


stabreimed root-word into its mother-element the Musical 
Tone,he nowenters defnitelyupon the realmof Tone-speech. 
From this instant he has to attempt no further regulation 
of his Accents according to a measure of kinship which 
shall be cognisable by that“eye”of Hearing ; but now 
that the vowels have become musical tones, their kinship， 
as needful for their swift adoption by the Feeling, is regu- 
lated by a measure which is cognisable solely to the“ear 
of Hearing, and surely and imperiously grounded on that 
“ears ”receptive idqiosyncrasy. 一 Already in Word-speech 
the prime affnity of all vowels is shewn so defhinitely, that 
when root-syllables lack an initial consonant we recognise 
their aptitude for Stabreim by the very 人 fact of the vowels 
standing open in front, and we are by no means governed 
by a strict outward 1likeness of the vowel ; we rhyme，for 
instance,“eye and ear" (Aug' und Ohr ").s This Z7- 
kinship，which has preserved itself in Word-speech as an 
nconscious mnoment of feeling, the full-hedged Tone-speech 
brings quite unmistakably to Feeling's consciousness。 In- 
asmuch as it widens the specifhc vowel into a musical 
tone, it tells our Feeling that this vowels particularity is 
included in an WUj-akin relationship，and born from out 
this kinship ; and it bids us acknowledge as the mother of 
the ample vowel-family the purely human Feeling, in its 
immediate facing outwards, 一 the Feeling, which only faces 
outwards so as to address itself in turn, to our own purely 
human Feeling. 

Wherefore the Word-poet can no farther demonstrate to 
our Eeeling the kinship of the vowel sounds, already turned 
to tones ; this the Zoxze-jpoef aljone can compass, 


# How admirably our ljanguage characterises in this rhyme the two most 
open-lying organs of reception, through the vowels likewise lying open toward 
without ; it is as though these organs herein Proclaimed thbemselves as turned， 
with the whole fll of their universal receptive-force，directly and nakedly from 
within outwards, 一 了，WAGNER。 


了 II 
| TF Characteristic distinction between the 7oxd 
Sr| joetl and the 7ome-joetl consists in this : the 
75 司 | VVord-poet has concentrated an infinitude of 
scattered moments of action，sensation，and 
cxpression, 一 only cognisable by the Under 
standing, 一 to a point the most accessible to the Feeling ; 
now comes the Tone-poet and has to expand this concen- 
ftrated, compact point to the utmost fulness of its emotional- 
content In its thrust towards an impartal to the Feeling， 
theprocedureofthe poetising (dicptexzidez)Understandingwas 
directed to assembling itself from farthest distances into the 
closest (dtzcpilesier) cognisability by the sensory faculty; from 


here, from the point of immediate contact with the sensory 


faculty, the poem has now to broaden itself out， exactly as 
the recipient sensory-organ 一 likewise concentrated upon 
an outward-facing point for sake of taking-in the Poem 一 
now broadens itself to wider and yet wider circles，under 
the immediate infuence of the acquisition， until it rouses 
at last the whole inner emotional faculty. 

The perversity of the makeshift procedure of the lonely 
Poet and the lonely Musician has hitherto lain in Precisely 
this : to address the Feeling at all seizably，the Poet 
wandered into that vague diffuseness in which he became 
the delineator of a _ thousand details，intended to set a 
dehnite shape before the Phantasy as knowably as possible ; 
…fthe 了 hantasy, bombarded by a host of motley details，at 


last could only master the proffered object by trying to 


grasp these perplexing details one by one，and thereby 
losing itself in the function of pure_ Understanding ; to 
which latter alone could the poet return， when, dazed by 
the massy reaches of his own delineations, he fhnally looked 
round him for a familiar foothold， On the other hand, the 
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Absolute Musician saw himself driven, in his shapings, to 
condense an endless_ element of Feeling into a dehnite 
point such as the Understanding best might apprehend ; 
for this purpose he had more and more to renounce the 
_fulness of his element to labour to concentrate the feeling 
to a thought 一 albeit a task impossible in itself 一 and fhnally 
to commend to arbitrary Phantasy this imaginary concen- 
trate，only produced .through completely discarding all 
emotional expression and counterfeiting some chosen out- 
ward object. 一 Music thus resembled the good God of our 
ljegends，who came down from heaven to earth，but to 
make himself visible there，must assume the shape and 
vesture of a common man of every-day: in the ofttimes 
ragged beggar not a _ creature recognised the God，But the 
true Poet has one day to come, who with the clairvoyant 
eye of poets-Want in its utmost craving for redemption， 
shall recognise in the dust-stained beggar the redeeming 

God ; shall take from him his rags and crutches ; and， 
wafted upwards by his longing, shall soar with him to end- 
less spaces, whereon the enfranchised God knows well to 
breathe undreamt delights of blissful Feeling. So the 
chary Speech of daily life, in which we are not yet what we 
cj be, nor therefore give forth what we ca give forth, 一 
this janguage we will cast behind us : in the Artwork to 
speak a tongue in which alone we are able to give forth 
what we Mi2i1 if we GJe entirely what we can be. 


alerrreirreriprrnterirprrpere arm 一 人 -一 


Now, the Tone-poet has so to regulate the verse's tones 
by their kinship of 卫 xpression，that they not only shall 
make known the emotional-content of this or that vowel 


as 2 Vowel dpazb but shall at the same time shew this 


content as one akin to Cl the tones of the verse and 
dispjay to the Feeling this kindred content as oxwe spect1c 
NieINiOey ON 1e Ur- 太 2150N 功 or al 1o1eEs5。 
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To the Word-poet the disclosure of a kinship of his 
lifted Accents, 一 such as should be obvious to the Feeling， 
and through this at last to the _ Understanding itsel6 一 

”Was only possibjle through the consonantal Stabreim of the 
root-words。 What determined this kinship，however was 
merely the particularity of their common consonant ; no 
other consonant could rhyme with it，and therefore the 
kinship was restricted to one Specific family，which was 
cognisable to the Feeling precisely and only through its 
making itself known as a completely shut-ocff family， The 
Tone-poet，on the contrary，has at his disposal a clan 
whose kindred reaches to infinity ; and whereas the Word- 
poet had to content himself with presenting to the Feeling 
merely the specially accented root-words of his phrase, as 
allied in sense and sound through the complete alikeness of . 
their initial consonants, the Musician, on the other hand， 
has before all to display the kinship of his tones in such 
an extension that，starting with the Accents, he :pours 让 

”over [一 even the least emphasised 一 vowels of the phrase; 
so _ that not alone the vowels of the Accents, but all the 
_Vvowels in general display themselves to _ the Feeling as 

_akin to one another. 

二 Just as the Accents in the phrase did not first of all 
acquire their special light through its sense alone，bnut 
through their being thrown into physical relief by the 
un-emphasised words and syllables that lay in the 
hollow，so_ have the chief-tones to win their special 
light from the 1lesser tones，which must bear precisely 

-the same relation to them as the up- and down-strokes 
bear to the 'ridges.” The choice and signifhcance of those 
minor words and syllables，as well as their bearing on 

the accentuated words，were govermed in the frst place 
by the intellectual-content of the phrase;i only in degree 
as this intellectual-content, through a condensation of its 
bulk, was intensihed into a compact utterance conspicuous 
to the sense of Hearing，did it transform itself into an 

emotional-content， Now, the choice and signifcance of 
the lesser tones, as also their bearing on the Chief-tones， 
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are in so far independent of the intellectual-content of the 
Phrase as the latter has already condensed itself to an 
emotional-content，in the rhythmic verse and by the 


Stabreim ; while the full realisement of this emotional- 一 


content，through its most direct communication to the 
senses, is further to be accomplished solely in that quarter 
where the pure language of Feeling has already been 
recognised as the only e 级 cacious one, in that the Vowel 
has been resolved into the Singing-tone， From the 
instant of the mnusical intonation of the vowel in word- 
Speech, the Feeling has become the appointed orderer of . 
all further announcements to the senses, and henceforward 
Musical Feeling alone prescribes the choice and signif-. 
cance both of lesser tones and chief tones; and that， 
according to the nature of the Tone-clan (7oxzveyzZz0NC 太 
Scpa12) whose particular member has been chosen to give 
the necessary emotional expression to the phrase. 

This kinship of the Tones, howevem is musical pzyytozty 
and we here have frst to take it accordqing to its super- 
ficial extension,s in which the unit families of the broad- 
branched clan of oxze-vaxzetzes display themselves [in open 
rank]. If we keep in eye at Present its aforesaid poxzzeozpgpaL 
extension，we expressly reserve the all-determining attri- 
bute of Harmony，in its wextzcal extension towards its 
primal base，for the decisive moment of our exposition。 
But that horizontal extension, being the surface of Har- 
mony, is its physiognomy as still discernible by the poet's 
eye: it is the water-mirror which still refhects upon the 
poet his own image，while at the same time it Presents 
this image to the view of him whom the poet wanted to 
address。 This image，however is in truth the poet's 
realised Aim, 一 a realisement which can only fall to the 
lot of the musician, in his turn， when he mounts from the- 
depths, to the surface of the sea of Harmony ; and on that 
surface will be celebrated the glorious marriage of Poetry's 
begetting Thought with Musics endless power of Birth. 

That wave-borne mirror-image is peloidy， In it the 

“45Ausdehoung in der Fiache, ”or fat dimensions." 一 工 R。 
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poets Thought becomes 'an instinctively enthralling 
moment of Feeling ;i just as Musics emotional-power 
therein acquires the faculty of defhnite and convincing 
utterance，of manifesting itself as a sharp-cut human 
shape, a plastic Individuality，.Melody is the redemption 

of the poet's endlessly conditioned thought into a deep- 
” felt consciousness of emotion's highest freedom (COcpxtey 
Ce120p0i1jetzpeti1: it is the willed and achieved Unwilful 
the conscious and proclaimed Unconscious, the vindicated 
Necessity of an endless-reaching Content, condensed from 
its farthest branchings into an utmost defhinite utterance of 
Feeling. 


If now we take this melody that appeared on the hori- 
2zontal plane of Harmony， as the mirrored image of thbe 
poets thought，and is ranged in the primordial Ionec- 
clan by adoption into one particular family of that clan 一 
the special Key, 一 if we take this melody and hold it up 
against that motpex-mielody whence Word-speech once was 
born : then there is evinced the following most welighty 
difference, which we must here take definitely into vicw. 


Starting with an infhinitely confRuent fund of Feceling， 
man's sensations _ gradually concentrated themselves ”to 
a more and more dehnite Content ; in such sort that their 
expression in that Z-melody advanced at lasb by Natures 
necessary steps, to the formation of Absolute Word-speech. 
The most characteristic mark of the oldest Lyric is this 
that in it the words and verse proceeded from the tones and 
melody ; just as bodily Gesture，starting with the vague 
suggestions of the dance-movement，onjly understandable 
in frequent repetitions, abridged itself to the more measured 
more defhinite Mimetic-gesture， In the evolution of tbe 


” human race, the more the instinctive faculty of Feeling 


* 4Aus einem unendlich verfiessenden Gehihlsverm6gen driogten sich 
zucrst menschliche Empfindungen zu einem allmaihlich immer bestimmtereca 
Inhalte zusammen,”&c. 一 加 


2 


se 
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《Ce12]Lkrex1i0geNt) condensed itself to the arbitrary faculty 
of Understanding ; and the more, in consequence, the con- 
tent of the Lyric departed from an 节 motional-content 
(Ce<120plrzzppalt) to become an Intellectual-content 一 So 
much the more palpably did the Word-poem depart 
from its original “hang-together” with that Zz-melody， 
and merely use it in a manner to make its own delivery 
of a cold Didactic Content as palatable as possible to the 
rooted habits of the _ Feeling Melody itself such as 让 
once had blossomed from man's primitive emotional 
facujlty as a necessary expression of feeling，and in its 
fitting union with word and gesture had developed to that 
fulness which we still may observe to-day in the genuine 
Folksmelody, 一 this melody those refective poets-of-the- 
Understanding (exslaxzidesatzcptez) were unable to mould 
or vary to_ meet the contents of their diction (dexmi ZNNpalie 
2071eyJ 4U5G1UCC5zZUEU5e)， Still less was it possible for them 
to hnd in that mode of diction， itself a spur to fashioning 
fresh melodies : since just the progress of general evolution， 
in this great Cultural period，was a stepping forth from 
Feeling into Understanding; and the growing intellect 
would only have felt hindered in its experimentings, had 
it been in any way driven to invent fresh expressions for 
emotions which lay so far behind it. 有 
Wherefore，so_ long as the Lyric form was welcomed 
and demanded by the public, these poets 一 whom the Con- 
tent of their poems had made incapable of inventing 
melodies 一 addressed themselves to varying the poem,， but 
not the melody ; the latter they left all unassailed，and 
merely lent to the expression of their poetic thoughts an 
outward Form, which they laid below the unaltered melody 
as a variation of its text. The so exuberant Form of 
Greek speaking-Lyric，such as it has come down to zw 
and specially the choruses of the TIragicists, we can never 
explain as necessarily conditioned by the coxztezpl of these 
poems. The mostly didactic and Philosophic content 
of these chants stands generally in so vivid a contrast 
with its sensuous expression，in the profusely changing 


POETRY AND TONE IN DRAMA OF FUTURE.。 283 


及 hythmik of the verses，that we can only conceive this 
manifold investiture，not as having emanated from the 
Content of the poetic-aim，but as conditioned by the 
melody and obediently conforming to its immnutable de- 
mands. 一 Even to-day we know the most sterling Folk- 
melodies only with 1later texts，which on this or that 
outward occasion have been engrafted on zexpz，the 
favourite melodies that stood so handy ; and 一 though on 
a_ far lower level 一 when our modern Vaudeville-poets, 
particularly the French， write verses to well -known 
melodies and curtly refer the performer to their names， 
they behave not unlike the Greek Lyricists and ITragic- 
poets : who in any case composed to melodies belonging 
to_ the oldest Lyric art，and surviving 一 notably in the 
sacred rites 一 in the mouth of the Folk, those verses whose 
wondrous weajlth of Rhythm still flls us with amazement 
at the present day，now that we no longer know their 
melodies. 

But a positive proof of the Greek Tragic-poets' aim, both 
as to content and form, is afforded by the whole progress 
of their dramas ; which unquestionably move from the lap 
of the Lyric to an intellectual Rehection，just as the Song 
of the chorus embouches into the merely spoken iambic 
Talk of the characters。 What sets the working of these 
dramas in so enthralling a light for us, however is precisely 
the Lyric element preserved in them, and recurring more 
strongly in their crises ; that Lyric element which the poet 
employed with full and deliberate _ consciousness，eXxactly 
as the Didacticist who delivered his educational poems to 
youth in school, in the stirring strains of lyric song. Yet 
a deeper look will shew us that the Tragic poet was less 
open and honest of aim when he clothed it in the lyric 
garb，than where he undisguisedly expressed it in the 
merely spoken dialogue : and in this didactic probity，but 
artistic disingenuousness, there lies the downfall of Greek 
Tragedy ; for the Folk soon noticed that it did not want 
instinctively to move their Feeling, but arbitrarily to rule 
their Understanding. 了 Euripides had to shed blood beneath 
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fthe lash of Aristophaneian ridicule for this open blurting 


of the lie， IThat the more and more deliberately diqactic 
Poetry must next become the practised rhetoric of the 
forum (SUJ 3lCCHLO1CB1i5cpe1t 有 petoztp)，and at last the 


qownright prose of literature， was the extreme，but 
altogether natural consequence of the evolution of Under- 
standing out of Feeling, and 一 for artistic 也 xpression 一 of 
\Word-speech out of Melody. 一 

But al Melody to whose birth we now are listening， 
forms a complete contrast to the primal Mother-melody ; 
and after the above more detailed observations，we may 
briehy denote its course as an advance from Understanding 


一 电 


to Feeling, from Word-speech to Melody: as against the ， 


advance from Feeling to Understanding, from the Mother- 
melody to Word-speech. Upon the path of progress from 
Word-speech to Tone-speech we reached the horizontal 
St1T1ace of Harmony，on which the word-phrase of the poc 
mirrored back itself as a musical melody. How, starting 
from this surface, we are to master the whole immeasurable 
depths of Harmony, that aboriginal womb of all the kin of 
TIones, and bring it into ever more extended realisement 


of the poets Aim ; how we are to plunge the poetic Aim， 


as a begetting “moment，into the full profundity of this 
Czmother-element, in suchwise that we may prompt each 
atom of its vast emotional chaos to conscious, individual 
manifestment，yet in a compass never narrowing but ever 
stretching wider : in a word, the artistic advance that shall 
consist in broadening a conscious，dehnite Aim into an 
infhnite and, for all its boundlessness, an exact and defhnitely 
manifested emotional-Power 一 this must be the subject of 
our concluding argument. 


Let us first settle one thing further，howevem so as to 
come to an understanding about the results of to-day's 
inquiry. 
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Whereas we have taken Melody 一 such alone as we have 
hitherto denoted * 一 as the acme of emotional-expression 
in Word-speech, to which the Poet must necessarily climb ; 
and on this height we have already seen the Word-verse 
mirrored back from the surface of musical Harmony : yeb 
upon closer examination, we are astonished by'the discovery 
that this melody is precisely the same, to all appearance， 
3a3 that which rose from the immeasurable depths of 
Zecelorvews music in the“Ninth Symphony ”to greet the 
shining light of day， The appearance of this melody on 
-the surface of the Harmonic sea was made possible, as we 
have seen solely by the urgence of the Musician to look 
upon the Poet eye to eye ; the Poet's word-verse alone was 
able to keep it ahoat upon that surface, on which it else 
had merely been a feeting vision and, without this holdfast， 
would have swiftly sunk back to the bottom of the sea- 
This melody was the love-greeting of the woman to the 


-man,and the open-armed“Eternal Womanly”here shewed 


itself more loveable than the egoistic Man-ly ; forit is Love 
itself and only as the highest love-entreaty (CCzEbeSzeVi1tgeE12) 
is the Womanly to be taken 一 be it revealed in woman or 
in man. For all the wonders of that meeting, the man yet 
left the loving woman : what to this woman was the highest 
sacrihcial incense of a life-time, to the man was a mere 
”passing fume of love.， Only the poet whose Aim we have 
here expounded, will feel driven so irresistibly to a heart- 
alliance with the“eternal womanljy“”of Tone-art, that in 
these nuptials he shall celebrate alike his own redemption. 
Through the redeeming love-kiss of that Melody the 
poet is now inducted into the deep, unending mysteries of 
Woman's nature : he sees with other eyes, and fteels with 
other senses，To him the bottomjless sea of Harmony, from 
” which that beatihc vision rose to meet him, is no longer an 


* Die Melodie，wie wir sie bis jetzt nur bezeichneten ”&c. 一 From the 
ambiguity of “nu ”this clause way mean, “such as we have merely indicated 
hitherto”; but TI incline to the belief that it is intended to distinguish the 
4 verse-melody ” from the “orchestral melody ”to be dealt with in Chapter 
了 ,一 TR。 
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object of dread, of fear of terror such as earlier it seemed. 
in his imaginings of the strange and_ unknown elemente; 
now, not only can he foat upon the surface of this ocean， 
but 一 gifted with new senses 一 he dives into its lowest depth， 
From out the lonely, fearsome reaches of her mother-home 
the woman had been self-driven, to wait the nearing of the 
beloved ; now，with his bride，he sinks him down，and 
learns the hidden wonders of the deep， His insight pierces， 
clear and tranquil，sheer to the ocean's primal fount ; 
Whence he sends the wave-shafts mounting to the surface，、 
to run in ripples at the sun-rays, to softly plash beneath 
the soughing west-wind, or manlike rear their crests against 
the north-wind's storm.f+ For the very winds of heaven， 
does the poet now command, 一 since those winds are no- 
thing but the breath of never-ending Love;i of the Love 
in whose delight the poet is redeemed，and through its 

might becomes the lord of Nature. 


Let us examine now，with sober eye this reign of the 
Tone-wed Poet. 一 


The bond-of-kinship of those tones whose rhythmic- 
moving chain，with its links of “ridge and hollow” makes. 
out the Verse-melody, is hrst of all made plain to Feeling 
zj 12e Key (Ionart) ; for it is this which prescribes the par- 
ticular tone-ladder [or scale] in which the tones of that 
melodic chain are contained as separate rungs. 一 Hitherto,， 
in the necessary endeavour to impart his poem to the 
Feeling，we have seen the poet engaged in drawing-together 

* .ice1jzed last scene : “Wie end' ich die Furcht? wie fass' ich Muth?” 
et scq. 一 工 R。 

+ IT append the German of this clause,，as its most musical .Slabprezmz is so 
obviously intentional :Von dem aus er die Wogensaulen ordnet， die zum 
Sonnenlichte emporsteigen sollen，um an seinem Scheine in wonnigen Wellen 


dahinzuwallen，nach dem Sauseln des Westes sanft zu plitschern，oder nach 
den Stiirmen des Nordes sich manpnlich zu baumen, 一 下 R。 
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.the organic units of his diction 一 assembled from circles 
.wide apart, 一 and removing from them all that was hetero- 
geneous, so as to lead them before the Feeling，especially 
through the [Stab-]jrhyme in the utmost displayable kin- 
ship， At bottom of this thrust of his there lay an instinct- 

ive knowledge of Feeling s nature, which takes-in alone the 
homogeneous (das Cappetzllicpeh alone the thing that in its 
oneness includes alike the conditioned and the conditioner ，, 
of Feeling,， which seizes the imparted feeling according to 
-its generic essence, So that it refuses to heed the opposites 
contained therein，9G9xlk& opposites，but is guided by the 
nature of the geNzzs in which those opposites are reconciled. 
The Understanding loosens，the Feeling binds; ie the 
Understanding loosens the genus into the antitheses which 
lie within it，whereas the Feeling binds them up again into 
one _ harmonious whole.， ITIhis unitarian 了 xpression the 
poet most completely won, at lastb in the ascension of his 
Word-verse into the melody of Song ; and the latter wins 
_ its unitarian 琶 xpression，its unfailing operation on the 
Eeeling, through instinctively displaying to the senses the 
_ inner kinship of its tones.* 


The Key (Tonart) is the most united，most closely 
kindred meztzly of the whole oze-pgeNpUs ，it shews itself as 
truly of one kin with the zwio 上 e tone-genus, however where 
.it advances to an alliance with other 玫 eys，through the 
instinctive inclination of its individual members。 We here 
may suitably compare thc tone-key with the ancient patri- 
archal families of the various human stems : by an instinct- 
jive error the kinsmen of these families considered them- 


4 Diesen einheitlichen Ausdruck gewann der Dichter am vollstindigstea 
endlich im Aufgehen des，nach 了 inheit nur ringenden Wortverses in die 
Gesangsmelodie， die ihren einheitlichen，das Gefuhl unfehlbar bestimmenden 
Ausdruck aus der, den Sinnen unwillkiirlich sich darstellenden Verwandtschaf 
der Tone gewinnt." 一 TI here must confess myself beaten in the attempt to 
zxedd2bpy work-in the “nach Einheit nur ringenden ”into the body of the text ; 
and therefore note that this omitted subsidiary clause 1ays stress upon the 经 ct 
that the Word-verse ”merely siroze for unity of expression，whereas the 
6 Song-melody ”was naturally htted to aetz7t it 一 工 R， 


mi 
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Selves 2s 2 peculiar people，and not as members of the 
emtire human racej yet the Individuals sexual love was 
mot enkindled by a wonted，but solely by an un-wonted 
Object and thus it climbed the barriers of the patriarchal 
family, to knit alliances with other families. In a prophetic 
transport Christianity proclaimed the oneness of the 
human race: the art which owes its most characteristic 
qGevelopment' to Christianity，the art of Mnusic, has taken 
up that evangel into itself, and has transformed it, as our 
mnodern Tone-Sspeech, into a sybaritic message to the sen- 
Suous Feeling.  ]f we take those zj-patriarchal national 
melodies，the genuine heirlooms of particular stems，and 
compare them with the Melody which the advance of Music 
through the Christian evolution has made possible to us 
to-day, we shall fnd as their characteristic token, that they 
almost never move away from one defhnite key, appearing 
Positively engrown therewith : whereas the Melody possible 
to xs has acquired the most unheard variety of power of 
Placing its initial chiefkey in alliance with the remotest 
tone-families by means of harmonic Modulation ; so that in 
a larger composition the xy-kinship of all keys is presented 
fto us, as it were, in the light of one particular chief-key. 
This boundless power of extension and aljiance so in- 
toxicated the modern musician, that, upon recovery from 
his bout, he has deliberately looked round him for that 
earlier straitened family-melody，so as to make himself 
intelligible by copying its simplicity， The looking-round 
for that patriarchal straitenedness reveals to us the real 
weak side of our whole art of Music, in which we heretofore 
had made our reckoning 一 So to Say 一 without our host. 
Erom the Fundamental note of 再 armony, Music had spread 
itself into a huge expanse of waters, in which the Absolute- 
musician Swam aimlessly and restless to and fro until at 
last he lost his nerve : before him he saw nothing but an 
endless Surge of possibilities，ajbeit he was conscious in 


* 4 Zu schwelgerisch entztickender 久 undgebung an das sinnliche Genihl> 
一 the “entzuckend ” (enravishing) is here employed as a half-contrast to 
Christianitys“ Verztickung ”(transport，or ecstasy). 一 了 TR. 
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himself of no defhnite purpose to which to put those possi- 
bilities 一 just as the Christian all-humanitarianism (4Zrzew- 
SCpLiichpei1) was merely a hoating sentiment without any 
holdfast to vindicate it as a defhnite feeling ; ; and this hold- 
fast is the actfwa/ Man. Thus the mnusician was bound to 
wellnigh bewail his immoderate power of swimming ; he 
yearned back to his primal homeland's quiet creeks, where 
the water howed restfully between its_ narrow shores, and . 
always in one defhnite tide。 What moved him to this 
return，wWas nothing but the experienced aimlessness of his 
rovings on the high seas ; to put it strictly, the admission 
that he possessed a faculty which he was unable to _ use- 一 
the Yearning for the Poet. 

Beethoven, the daringest of swimmers, spoke plainly onut 
this yearning ; not only, however did he strike again that 
patriarchal melody，but he spoke aloud the poet's verse 
thereto， Already in another place I have drawn attention 
to an uncommonly weighty “moment "in this regard, to 
which TI must here come back, since it now has to serve us 
for a new anchorage in the dominion of experience. 工 hat 
Patriarchal melody 一 as I shall continue to call it, in token of 
its historic bearings, 一 that melody which Beethoven strikes 
in the“Ninth Symphony， as found at last for jxzzxper the 
Eeeling (sxxz Bestimmung des Ce12pLesjand of which LI earlier 
asserted that it did not arise omt oxl the poem of Schiller， 
but rather was invented outside the word-verse and merely 
spread above it : that melody shews itself wholly confhned 
to the tone-family ties which rule the movements of the old 
national oslzed.， It contains as good as No modulation， 
and appears in so marked a simpljlicity of key, that in it the 
aim of the musician, to go back upon the historic fount of 
Music，is spoken out without disguise， This aim was a 
necessary one for Absolute Music, which does not stand on 
a basis of Poetry : the musician who wishes to intelligibly 
address the Feeling in Tones alone, can do this only through 
tuning-down his endless powers to an extremely strait- 
”ened measure，。 When Beethoven wrote down that melody， 
he said :一 So only, can we absolute musicians give out an 

T 


29o ， .OPERA AND DRAMA : PART IIL， 


understandable message， But the march of evolution of 
all things human is no returning to the old, but a constant 
stepping forward : each turning back, whatevem shews itself 
no natural, but an artifcial movement 上 ven Beethoven's 
return to the patriarchal melody, like this melody itself 
was an artihcial one。 Neither was the bare construction of 
this melody the artistic goal of Beethoven ; much rather do 
we see how deliberately, though only for an instant, he so 
far lowered the pitch of his melodic inventiveness : 让 was 
merely to strike the natural foundation of all Music where 
he not only might reach his hand to greet the Poet but also 
grasp the poet's own。 Once that with this simple, strait- 


ened melody he feels the Poets hand within his own he 


strides towards the poem itself ; and from out this poem 
一 Shaping after its spirit and its form 一 he passes forward 
to an ever bolder and more manifold building of his tones : 
at last to set before us wonders such as we had never 
dreamt of wonders such as the“.oezd xcNLUp1N22tN，LOZ]- 

Lz01NlENt /the“4pjzesl dz CeN .cpojb1ez，J1eMP and finally 
the un-misunderstandable combination of the “ .9ezCQ xz- 
SCpLu1pet ”With the “zexde, SCpONeEJ CoOtez1pNpe1Nt /一 all 
arisen from the puissance of joeiic (dzcpilezdez) tone-Speech。 
I6 now，we compare the broad melodic structure of the 
whole musical setting of the verse“ .9ezd 2UI5CNLUNBeMN ”With 
the melody which the master in his absolute-musical capa- 
city，so to say merely spread above the verse“AKzexde， 
SClO1eEz COLlexz1U1NpPC1N We Shall gain an exact understanding 
of the distinction between that patriarchal melody 一 as I 
have called it 一 and the melody which grows forth upon the 
word-verse through the working of the Poetic Aim. As 
the former made itself intelligible only in the most strait- 
ened of tone-family ties, so the latter 一 not only zozzzoxt 
becoming un-understandable, but to first become xzgAl un- 
derstandable by the Feeling 一 can stretch the narrower 
kinship of the 必 ey to the broad xy-kinship of all Tones，、 
through alliance with other keys akin ; and thus it widens 


the surely-guided feeling，into the endless Purely-human 
Feeling. 一 
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区 ”The Key of a melody is that which presents to Feeling 
its various included tones in their earliest bond of kinship. 
The incitement to widen this narrower bond to a richer， 
more extended one, is derived from the Foetic Aim, insofar 
as that has already condensed itself in the speaking-verse 
to a moment-of-feeling ; while this extension is governed 
by the particular expressional character of single chief- 
tones， which .have themselves, in turn，been prompted by 
the verse， These Chieftones are, in a sense, the adolescent 
members of the family, who yearn to leave its wonted sur- 
rounding for an unhindered independence : this independ- 
ence，however，they do not gain as egoists，but through 
encounter with another being, a being that lies outside the 
family， The maiden attains her independence, her stepping 
beyond the family, only through love of the youth who, him- 

self the scion of another family, attracts her over to him. 
Thus the tone which quits the circle of the 及 ey is a tone 
already prompted and attracted by that other key，and 
into the latter must it therefore pour itself according to the. 
necessary law of Love， The leading-tone (Zeziioz) that 
urges from one key into another and by this very urgence 

discloses its kinship with that other key, can only be taken 
as prompted by the motive of Love， The motive of Love 
isthat which drives the “subject (zxb1ep out beyond 
itself and compels it to an alliance with another， 上 or 

-the unit tone, this motive can spring from nothing but a 
[general] connection which determines 2 in particular; 
but the connection that determines the Melody, resides in | 

。 the 'sensuous' expression of the Word-phrase, which again 

has been first of all determined by the sense of that phrase. 
If we look closer we shall' see that the selfsame Principle 
is here at work，as that which had bound remoterlying 
sensations together in the Stabreim. 

For the sentient ear，as we have seen，the 9tabreim 
already coupled speech-roots of opposite emotional ex- 
pression (338“ ZUsl UNL Zez “于 opL UNC Jep ,and thus 

”presented them to the Feeling as generically akin。 Now， 
in a far higher measure can musical Modulation make such 
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a union perceptible to the Feeling， If we take for instance， 

.3 stabreimek verse of completely like emotional-content， 
-Such as:“Zxebpe plOL ZUSL 350UM 人 epeN1，s then，as a like 
emotion is physically disclosed in the Accents' stabreimed 
roots, the musician would here receive no _ natural incite- 
ment to step outside the once selected key，but would 
completely satisfy the Feeling by keeping the various 
_infhections of the musical tone to that one key alone，、 On 
the contrary, if we take a verse of mixed emotion，such as : 
“CE Zztbe pyzt112t ZUSL UN1G 了 et 芭 ”then here，where the 
Stabreim combines two opposite emotions，the mnusician 
would feel incited to pass across from the key first struck 
in keeping with the frst emotion, to another key in keeping 
with the second emotion，and _ determined by the 1latters 
relation to the emotion rendered in the earlier key。， The 
word “Zazsl"(“ delight ) 一 which, as the climax of the hrst 
emotion, appears to thrust onward to the second 一 would 
have in this phrase to obtain an emphasis quite other than 
in that:“cze zebe 8zEO1 ZUSL 2UN2 了 epe1t ;the note Sung 
to it would instinctively become the determinant leading- 
tone，and necessarily thrust onward to the other key, in 
which the word“Zezd "(“sorrow ") Should be delivered. 
In_ this _ attitude toward one another “ZUSL UNG Zezil” 
would become the manifestment of a specihc emotion， 
whose idiosyncrasy would lie precisely in the point where 
two opposite emotions displayed themselves as conditioning 
one the other and thus as necessarily belonging together， 
as actually akin ; and this manifestment is possible alone 
to Music, in her faculty of harmonic Modulation，because 
in virtue thereof she exerts a binding sway upon the 
“sensuous "Eeeling such as no other art has force for. 

Let us next see how musical Modulation, hand jin hand 
with the verse's Content, is able to lead_ back again to the 
frst emotion. 一 Let us follow up the verse“dize ZXEbe bytz1l28V 
Zasl UNQ ZetU ”with a Second:“doc2 12 32067 Jep azpcp 
20EbL 516 JVoztjze1t + 一 then“ze00 again would become a 

4TIove gives delight to living." 一 
4 But with her woe she weaves things winsome." 一 TR， 
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tone leading into the hirst key，as from here the second 


emotion returns to the frst，but now enriched，emotion。 
To the Feeling's sensory organ the Poeb in virtue of his 
Stabreim，could only display this return as an advance 
from the feeling of “Jep ”to that of “了 Vonpzem but not 
as a rounding-off of the generic feeling“Liebe”; whereas 
the Mnusician becomes completely understandable by the 
Very fact that he quite markedly goes back to the frst 
tone-variety, and therefore dehinitely denotes the genus of 
the two emotions as one and the same, 一 a thing impossible 
to the poet, who was obliged to change the root-initial for 
the Stabreim. 一 Only,，by the semse of both verses the Poet 
indicated the generic bond uniting the emotions ; he thus 


desired its realisement to the Feeling, and determined the 


realising process of the Mnusician。 For his procedure， 
which，if unconditioned，would seem arbitrary and unin- 
telligible, the Musician thus obtains his vindication from 
the Poet's aim, 一 from an aim which the latter could only 
suggest，oOr at utmost，merely approximately realise for 
fractions of his message (precisely in' the Stabreim)，but 
whose full realisement is possible Precisely to the Musician; 
and that, through his power of employing the Ur-kinship 
of the tones to harmoniously display to Feeling the primal 
unity of the emotions. 

We may easiest gain a 0 of how immeasurably 
great this power is, if we imagine the sense of the above- 
cited pair of verses as still more dehnitely laid down: in such 
Sort that，between the advance from the one emotion and 
the return thereto in the second verse, a longer sequence of 
.Verses shall express the most manifold gradation and blend 
of intermediate emotions, 一 in part corroborating, in part 
reconciling, 一 until the fhnal return of the chief-emotion-。 
了 ere，to realise the poetic aim，the musical Modulation 
would have to be led across to, and back from, the most 
diverse keys;i but all the adventitious keys would appear 
in an exXact 3 人 nitative relation to the primary key，which 


itself will govern the particular light they throw upon the 


expression and, in a manner will lend them hrst their very 
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capability of giving that lightt The chief-key，as the 
ground-tone of the emotion first struck, would reveal its 
own uUTr-kinship with all the other keys, and thus in virtue 
of the intensifed 瑟 xpression, would display the dominant 
motion (Cie bes1MiMiie 忆 Mi21Nidwi1p in such a height and 
breadth, that only emotions pzzpdyed 1 2 could dominate 
our Feeling, so long as its utterance lasted ; that this one 
芋 motion, in virtue of its intensity and its extension，would 
usurp our whole emotional faculty; and thus this unique 
emotion would be raised to an all-embracing one, an omni- 
human, an unfailingly intelligible. 

If the Poetico-musical “jpexzod ”has thus been denoted， 
in accordance with its domination by one Chief-key,+ then 
we may provisionally denote 1al artwork as the most 
perfect of 卫 xpression, in which many Such periods present 
themselves in utmost fulness，for the realisement of a 
loftiest poetic Aim ; and so present themselves that they 
condition each the other and unfold themselves to a total . 
breadth of utterance wherein the nature of Man, along one 
decisory Chief-line 一 ie. along a line competent to Sum in 
itself Man's total essence (just as a Chief-key is able to 
sum in itself all other keys) 一 wherein this nature is dis- 
Played to Feeling in the surest and most seizable of 
fashions。 This artwork is the Perfected Drama,， wherein 
that comprehensive line of human nature will manifest 
itself to the Feeling in a _ continuous, a mutually condition- . 
ing (szcp zopl pedizpezdez) chain of moments of feeling : 
2 chain of such strength and force of conviction, that Me 
clio1z 一 as the necessary,， the most defhnite utterance of 
the emotional-content of moments ”intensifed into a 
comprehensive joint-motive, 一 that that 4clioz may issue 
from this wealth of conditions as their last instinctively 
demanded, and thus completely intelligible moment. 


By way of illustration, TI may point to the“Tristan's 卫 hre .。 .passage 训 
the frst Act of 77yzylcxz WINL Lolde. 一 工 R。 

二 Tst hiermit die dichterisch-musikalische Periode bezeichnet worden，wie 
5ie Sich nach einer Iaupttonart bestimmt ”&c, 一 ie “if we have thus estab- 
lisheq the groundwork of that unit of poetry and mnusic，combined，which we 
are to call by the name of a“ Period. 一 TR。 
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Before we proceed to argue from the character of the 
Poetico-musical period ' to the Drama which has to grow 
from amid the reciprocaliiy-conditioning evolution of many 
such needful periods，we must first，however，exactly de- 
fhine at olpexr moment，which conditions the emotional 
exXpression even of the unit melodic-period ; that power 
which lies within the realm of Music propeps and which is 
to place at our disposal the incomparably 'binding ' organ 
through whose peculiar aid we first can bring about the 
Perfected Drama。 In the wexticay dimension of Harmony 
一 33 TI have already called it，where it moves upwards 
from_ its base, 一 will this organ arise for us, if we allot to 
也 armony itself the possibility of taking a fully sympathetic 
share in the total Artwork。 


”As IT have had to slightly expand this portion of an extremely concentrated 
sentcnce，I append its_ German original :一 “da Moment 。。。welches auch 
die einzelne melodische Periode nach ihrem Gehihlsausdrucke aus denm 
Vermigen der reinen Musik heraus bedingt,”&c. 一 TR。 


IV， 


F to the present we have shewn the condition for 
让 2 melodic advance from one tone-variety to an- 
other aslying in the Poetic Aim, in so faras the 
latter itself had already revealed its emotional- 
content ; and by thisshewing we havebpyoyeL # 
thbat the instigating yxoxxzid for melodic motion, to be justi- 
fed even in the eyes of Feeling, can be supplied by nothing 
but that Aim。 Yet what emcbles this advance, so necessary 

to the Poetb naturally does not lie in the domain of Word- 

speech, but quite defhinitely in that of Mnusic alone。 This . 

Own-est element of music, 一 croiaoy to wib is merely in so 
far still governed by the poetic-aim, as it is the other the 
womanly element into which this aim pours itself for its 


own realisement for its redemption， For this is the bea 和 


zNZ element，which takes upP the poetic-aim solely as a 
begetting seed，to shape it into fhnished semblance by 
the prescripts of its own，its womanly organism。 This 
organism is a specihc,， an individual one,， and xzo begetter 
but a bearer : it has received from the poet the fertilising 
_ seed，but the fruit it forms and ripens by its own in- 
dividual powers. 

That Melody which we have seen appearing on the 
StT1ace of 机 armony, is conditioned as to its distinctive, its 
purely-musical expression by Harmony s upward-working 
depths alone : as it manifests itself as a horizonta* chain， 
. So is it connected by a plumbline with those depths。 This 
plumbline is the harmonic Chord, a vertical chain of tones 
in closest kinship, mounting from the ground-tone + to the 

“Und bei diesem Nachweis pewiesen [haben], dass der veranlassende 
Crzxnd zur melodischen Bewegung, als ein auch vor dem Gefihle 


tigter，nur aus dieser Absicht entstehen kbnne， 一 
+ 和“Grundton, ”ie the“fundamental note, "or bass， 一 
296 
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surface。 The chiming (MiZpUireen) of this chord first gives 


to the melodic note the peculiar significance whereinibtand 
it alonc has been cmployed to mark a distinctive moment 


”of the Expression。 Now, just as the ground-tone, with the 


chord determined by'.it first gives to the melody s unit note 
a particular expression 一 seeing that the selfsame tone upon 
another of its kindred ground-tones acquires a quite other 


_， Significance, 一 SO each melodic progress from one 玉 ey to 


another is likewise governed by the changing ground-tone， 


_Which of itself prescribes the harmonys leading-tone，as 


such。 The presence of that ground-tone and of the har- 
monic chord thereby determined，is indispensable in the 


eyes of Feeling, if this latter is to seize the melody in all its 


characteristic expression。 But the presence of the ground- 


_ harmony means 一 its cozpczpyyeNl yoUNaL2MN2 OUL (Miterklingen) 
The sounding-out of the harmony to a melody, is the hrst 


thing that fully persuades the Feeling as to the emotional- 
content of that melody,， which otherwise would leave to it 
something undetermined.， But only amid the fullest de- 
termination of every ' moment "of expression, is the Feeling 
itself determined to a Swift direct and instinctive interest ; 
and a full determination of the 下 xpression, again, can only 
mean lpe coNLeleEsl 11118CNLQL 10 pe Je1NL5E3 0O1 0CLL 105 NECe5SG1N 
WOMNlENA5. 

So the ear imperiously demands the concurrent sound- 


ing of the harmony to a melody, because thereby it first 


obtains an entire 和 lflling 一 and thus a satisfying 一 of its 


sensory facujty, and thereafter it can devote itself with the 


”necessary composure to [an appreciation ofj the melody's 


apt emotional expression。 The concurrent sounding of the 
harmony to a melody is therefore no impediment but the 


_ sole facilitation, to the Hearing's understanding. Only 论 
the harmony were unable to utter itself as Melody 一 Le.if 


its melody had neither a dance-rhythm nor a word-verse to 
vindicate it and assure its _ recognition by the Eeeling，bnut 
Were to shew itself as a Imere chance apparition on the 
surface of chords capriciously built-up on a shifting bass, 一 


only such a naked show of Harmony, as this, would disquiet 
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the unassisted Feeling ; for it would bring it merely incita- 
tions, but no satisfaction of the mood incited. 


Our Modern Music, in a sense, has evolved from naked 
Harmony.， She has wilfully committed herself to the end- 
_less fill of possibilities which offered themselves in the 
shifting of the ground-tones，and of the chords derived 
therefrom。 ”Insofar as she has remained faithful to this 
her origin, she has only worked bewilderingly and benumb- 
ingly upon the Feeling, and her motleyest manifestments, 
in this sense，have merely offered a relish to a kind of 
intellectual gluttony on the part of our artists themselves， 
but no pleasure to the hon-music-understanding laity. 
Wherefore the layman, provided he did not aect an un- 
derstanding of music, held only by the shallowest surface 
of the melody, such as was presented him in the purely 
sensuous s charm of the singing-organ; while tothe absolute 
musician he cried :“I don't zzpdexstazpd your music; it sS 
too learned for me." 一 In opposition to all this, 1et Har- 


”mony which is to sound out as the purely-musical basis of 


the poet's melody, has nothing at all to do with an under- 
standing, in the sense in which it is understood at Present 
by the learned class-musician, and zol understood by the 
layman : in the delivery of that melody it has rightdown 

zol to draw the attention. of the Feeling to its agency, 43 
Harmony ;but，as even though 5zlenzt 让 would condition 
the melody's characteristic expression, albeit its silence 
_wWould infinitely hinder any understanding of this expres- 
sion, 一 nay，could only consign it to the music-pedant to 
think out for himself 一 so the concurrent sounding of the 
harmony has to render needless all abstract excursions of 
the musical Art-understanding, and to conduct before the 
Feeling the musical emotional-content of the melody, as a 
.thing instinctively knowable, a thing to be seized without 
any distracting toilh and easily and swiftly comprehensible. 


Whereas, then, the Musician has hitherto constructed his 
*T may call to mind the“ castrato-knifelet， 一 R，WAGNER、 
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music out of its harmony, so to say, the Tone-poet now w 计 


add to a melody conditioned by its speaking-verse the 


other necessary,， purely-musical condition，already implicit 
in that melody : he will add the concurrent Harmony, as 
though merely for its making obvious，。 Within the poets 
melody the harmony is already contained as well, though 
as it were unspoken-out : quite without his heeding, it has 
conditioned the expressionat signifcance of the tones 
Which the poet appointed for the melody.。 This expres- 
sional significance (cxsdyxwcpsVoe Dedex1xpxpD，which the 


poet had unconsciously in ear，was already the fulflled . 


condition, the plainest utterance of the harmony ; but for 
-him it was merely a thing of thought, and not yet Physi- 
cally discernible， Yet it is to the Senses，the directly 
recipient organs of the Feeling, that he imparts himself for 
his redemption,， and to them must he therefore bring the 
melodic utterance of the harmony lopgz1exr zi 雁 the stipu- 
lations for that utterance ; for an ojbazptc artwork is only 
such as includes within itself and imparts the most dis- 
cernibly to others, alike the conditioned and the conditioner 
Up to now, our Absolute Music has given us _ Harmonic 
conditionments ; in his Melody the poet would merely 
impart the thing conditioned, and would therefore remain 
as unintelligible as she, 一 unless he fully made known to 


the ear the Harmonic stipulations of a Melody already 


Warranted by the word-verse， 


The paxxitotN，however only the Mtzist1czaNt can invent， 
and not the poet.， Wherefore the melody which we have 
seen the poet inventing from out the word-verse， was more 
a di5coVeyed one 一 3s being conditioned by 了 armony 一 than 
one zjpVeNled by him. ITIhe conditions for this Musical 
melody must hrst have been to hand, before the poet could 


find it as already validly conditioned。 Before the poet 
.could hnd this melody, to his redemption, the musician had ， 


already conditioned it by his own-est powers : he now 
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_brings it to the poet as a melody warranted by its harmony; 
CNCG ONLN LVelotdy SUecp 05 piC5 pee1 MGG2 NO552b02 py Me Ye 
E55SENC2e OoUy LVodez1Nt NIzitC2 25 16e Upeloidy 16atz ca YE0Ce1p 
Nie joeb 一 1ppl co1p Cppe GyoUSe CN SC12317 NE5 511255， 

Poet and Musician herein are like two travellers who 
have started from ozpe departure-point，from thence to 
journey straight ahead in opposite directions。， Arrived at 
the opposite point of the 下 arth, they meet again ; each has 
wandered round one half the planet， They fall a-question- 
ing one another and each tells each what he has seen and 
found， The Poet describes the 'plains，the mountains, 
valleys, fields, the men and beasts which he has met upon 
his distant journey through the mainland， The Musician 
has voyaged across the seas, and recounts the wonders of 
the ocean : on its breast he has often been nigh to sinking， 
and its deeps and strange-shaped monsters have flljed him 


-half with terror， half with joy， Roused by each others 


Stories and irresistibly impelled to learn for themselves the 
Other which each has not yet seen, 一 So as to make into an 
actual experience impressions merely taken up in fancy, 一 
they part again，each to complete his journey round the 
Earth。 At their fhirst starting-point they meet at last once 
morej the Poet now has battled through the seas，the 
Musician has stridden through the continents。， Now they 
part no more, for both now pioz the 上 arth: what they 
earlier had imagined in their boding dreams, as fashioned 
thus and thus，has now been witnessed by them in its 
actuality. They are One; for each knows and feels what 
the other feels and knows. The Poet has become mnusician， 
the Musician Poet: now they are bo 妨 an cntire 4rtistic 
Man. 

At the point where their roads first meb after wandering 
round the first half of the arth, the mutual discourse of the 
Poet and Musician was 1pel welody which we now have in 
eye 一 the melody whose utterance the Poet had shaped 
from out his inmost longing,，but whose manifestment the 


”Thbat is to say，by modern Harmony，as appears from the two preceding 
.paragraphs. 一 工 X。 
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Musician conditioned from amid his own experiences，. 
When they pressed their hands in fresh farewell each had 
in mind what he himself had not as yet experienced, and 
to gain this crowning experience they quitted each other 
anew. 一 Let us take the Poet first, in his mastering the ex- 
. periences of the Musician. These he now reaps for himsejlf 
albeit guided by the counsel of the Mnusician，who had 
already sailed the open seas upon his sturdy ship，had 
found the course to fhrm-set land, and now has accurately 
mapped out for him the chart， On this new voyage we 
shall see the Poet become the selfsame man as the Musician 
upon his own new journey across the other arth-half， as 
traced-out for him by the Poet; so that we now may 
look on both these journeyings as one and the same thing. 
When the Poet now commtits himself to the vast expanse 
of 也 armonyy as it were to prove the truth of that [other] 
melody the Musician had“told of ”he no longer finds the 
wayless tone-wastes which the Musician had frst encoun- 
tered on his earlier voyage ; .to his delight he meets with 
the wondrous bold, the passing new, the infhnitely delicate， 
yet giant-bolted framework of the ship that frst sea- 
wanderer had built ; the Poet mounts on board it，to 
safely make the passage of the waves， TIhe Musician had 
taught him the handling of the helm, the trimming of the 
sails and all the cunningly devised expedients for breasting 
storms and tempests， Sailing the wide seas at the helm of 
this glorious ship，the Poet，who before had toiled to 
measure hill and valley step by step，now rejoices at his 
consciousness of Mans all-conquering might ; let 'the 
billows rear them never So proudly，from zw high deck 
they seem to him the willing, faithful bearers of his lofty 
fortune, that fortune of the Poetic Aim。 This ship is the 
strong, enabling implement of his widest and his mightiest 


will ，with fervent love his thanks go forth to the Musician， 


who invented it in direst stress of weather and now has 
made it over to his hands : for this trusty ship is the 


conqueror of the endless foods of 也 armony, 一 4e 


CD7CNey11G， 
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Harmony is in itself a mere thing COF Moneht ， to the 
Senses it becomes first actually discernible as jpopppozt7， op 
to defhne it still more closely, as jopppottc 5YyMN22po71271， 


The frst，the natural symphony is afiforded by the 
harmonious sounding-together of a polyphonic tone-mass 
of like constituents。 The most natural tone-mass is the 
Human Voice, which shows itself in wide diversity of range 
and timbre ( 玉 xpg1axpe 一 lit clang-tint) according to the 
sex, age, and idiosyncrasy of the vocally-gifted individual ; 
through the harmonious cobperation of these individualities， 
it becomes the most natural revealer of Polyphonic sym- 
phony， The CAzzz1z4N ze 上 870U05 Lyric invented this 
symphony : in it Mans Plurality (dze zel1tezt5CpLUCcARetz 办 
seemed united into an emotional-expression whose subject 
was not the individual longing, as the utterance of a severed 
personality，but the individual longing as infinitely 
Strengthened through the utterance of precisely the same 
longing by an altogether 1like-needing community ; and 
this longing was the yearning for dissolution into God, into 
the conceptual personiftcation of the highest power "* of 
the longing individual personality itself. To this“raising 
the power of a personality which he felt to be null and 
void in itself, the Individual as it were encouraged himself 
by the similar longing of a Community, and through his 
intimate harmonic blending with that Community, 一 as 
though to draw from a like-attuned faculty in common the 
force which he felt was lacking to the unit personality 
But in the course of Christian manhood's _ evolution, the 
secret of this longing was destined to be laid bare ; and 
indeed,，as its purely-individual Personal Content， As a 
purely-individual personajlity，however ， man no longer 
fastens his ljonging on Cod, on a merely conceptual being， 
but he materialises (Zexzwz7Altcpi) the object of his longing 
into a real (KeaLexz)，a physically present thing，whose 
attainment and enjoyment are practically achievable by 
im。 With the extinction of the purely religious spirit of 

4 Potenz” je. power ”in the mathematical sense. 一 个。 


POETRYV AND IONE IN DRAMA OF FUTURE， 303 


Christianity there also vanished all necessary significance 
of the polyphonic church-song，and together with it， its 
ijidiomatic form of manifestment. Counterpoint as the first 
stirring of a sheer Individualism intent on ever clearer 
utterance of Self began with sharp and acrid tooth to eat 
into the simple symphonic',vocal-tissue, and turned it more 
and more visibly into an artifhicial consonance of inwardly- 
discordant individual utterances 一 often only toilsomely to 
be upheld. 一 In Opera at last the Individual loosed himself 
completely from the vocal union, to display himself as an 
unchecked Personality, alone and self-dependent.。 Where 
dramatic personages unbent themselves to part-song, this 
happened 一 in the specihc Operatic style 一 for mere Sake of 
physically reinforcing the individual expression ; or 一 in 
the true Dramatic style 一 as a Simultaneous display, effected 
through the utmost art，of individualities continuing to 
assert their several characteristics. 

If we now picture to ourselves the Drama of the Future， 
in its realisement of the Poetic Aim dehined by us above， 
we Shall fhnd therein no room at all for the exhibition 
of individualities so subsidiary in their reference to the 
drama that they may be employed for the Purpose of 
giving a polyphonic rendering to the harmony，through 
their merely symphonising share in the melody of the 
main personages， With its compression and strengthening 
both of motives and actions,， we can conceive no sharers in 
the plot but such as at all times exert a decisive infuence 
on it through their necessary individual doings (zitip&e- 
bz162MN) 一 therefore none but personages who themselves 
require a Symphonic support for the musical enouncement 
of their individuajlity, that is to say, a many-voiced eluvczda- 
lo (Verdeutlichung) of their melody ; but never Such as 
may serve for the mere harmonic vindication of the melody 
of another person, 一 eXcepting in the rarest of events, and 


those entirely warranted and necessary to a higher under- 


standing of the thing. 一 了 ven the Cpoxxo as hitherto em- 
ployed in Opera, and according to the signihcance there 
assigned it in even the most favourable cases, will have to 


一 访 
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vanish from owux drama# ;jl too, can have a vital and con- 
vincing effect, in Drama，only when its sheer pronounce- 
ments ez MiL5SC are COmpletely taken from it A Mass 
can never interest，but only dumbfound us : none but 
accurately distinguishable individualities can lead our 
interest captive. It is the necessary care of the poet 
who strives _ throughout for plainest understandableness， 
to give to a more numerous Surrounding 一 wherever 
such be needful 一 the_ character of individually sharinog in 
the motives and actions of his drama : nothing does he 
wish to cover up，but to disclose All， TIo the Feeling， 
which he addresses，he wants to open the whole living 
organism of a human action ; and this he attains only 
when he presents each several portion of that organism in 
the warmest，most Spontaneous play. The human Sur- 
rounding of a dramatic action must appear to us as though 


that particular action，and the persons involved therein， 
loomed large above this Surrounding merely by reason 


that they and it were Shewn from precisely the one side 


turned towards the spectator and in the illumination of . 


precisely this one now-falling light.， But our Feeling mnust 
be so decided in respect of this Surrounding, that we can- 
not be assailed by the supposition that an action, and the 
Persons involved therein, would rouse our interest just as 
strongly if they were shewn beneath a different light, and 


Iadd the German of this clause, and of the last clause of the preceding 


sentence, Since 2 151CLdi1g thereof has often been cast in the teethb of D1p 
Lbexzrfezytz1pz and Part :keinesweges aber 一 ausser in nur selten erschein- 
enden，vollkommen gerechtfertigten und zum hochsten Verstindnisse noth。 
wendigen Fillen 一 zur bloss harmonischen Rechtfertigung der Melodie einer 
anderen Person dienen kbonnen. 一 Selbst der bisher jin der Oper verwendete 
”Choxr wWird nach der Bedeutung,，die ihm in den noch glinstigsten Fillen dort 
beigelegt ward, in xzzyexemz Drama zu verschwinden haben ;一 TI would draw 
”particular attention to the macp dez Bedexulw1g dor 上 2 Further in Zetierr yo 
Lp No，16，dated Sep. 20， 185o (ie，only four months，at the outside， 
before writing the above)，Wagner speaks of composing his .yee1jzed 一 the 
Sryece1zzedy 72d 一 a8s《the accomplishment of the conscious mission of my life,” 
and, among his Projects for the contemPplated production of that work in 
Zurich, he says :“ 工 would try to form a cpoxwi here，ccnsisting，for the most 
Part，of amateurs， 一 TR。 


ee 
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i we were watching the show-place from another side.e In 
other words, the Surrounding must so display itself to our 
Feeling, that we can attribute to each of its members the 
capability of motives and actions which，under other cir- 
cumstances than the precise ones set before us，would 
captivate our interest to an equal degree. What the poet 
Places in the background, is thus withdrawn solely out of 
regard for the necessary sight-point of the spectator who 
would not be able to cast his eye across a too profusely 
distributed action, and to whom the poet therefore only 
turns the one easily-grasped physiognomy of the object he 
wishes to display. 

To make the Surrounding exclusively into a lyric 
moment，must unconditionally degrade it in the drama， 
and would at the same time assign to the Lyric itself an 
altogether false position in Drama.。 In the Drama of the 
Future 一 the work of the poet who imparts himself from 
out the Understanding to the Feeling 一 the lyric outpover 
must be a neceSssary outcome of motives pressed together 
before our very eyes, not stream forth all unmotived from 
the start， TIhe poet of this Drama will not proceed from 
the feeling to its [later] vindication，but will give us the 
feeling itself [as already] vindicated by the Understanding. . 
This vindication goes on in the presence of our own Feeling， 
and takes place through the conversion of the “will of the 
transactors into an instinctively necessary “must，i.e。can "; 
the moment of realisation of this will, through instinctive 
must to _ can, is the Lyric Outpour in its utmost strength,， 
as the overhowing into Deed.， TIhe “lyric moment ”has. 
therefore to grow out of the drama itself to appear as 
necessarily conditioned by its course， So that the dramatic 


4 There is some ambiguity in the opening of this sentence :Unser Gefihl 
muss in dieser Umgebung aber so bestimmt seiny dass wir durch die Annahme 
nicht verletzt werdqen konnen,” This might possibly be rendered :“ that we 
might not be hpzxl by the idea that”&c, ie weshould not resent the supposi- 
tion，were it to occur to us”; Ifancy， however that in that case Our author 
Would have used the subjunctive “kbnnten， instead of “ kbnnen. 了 recisely 
the_ same difficulty crops up，at times，with every writer Who deals with 
hypothetical contingencies. 一 TR， 


U 
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Surrounding cannot un-conditionally appear in the garb of 
Lyric, as has been the case in our Opera, but it， too， has 
first to WoxUtl to Lyric and that through sharing in the 
Action ; wherefore it has not to convince us as a lyric 
iiis but as a well-dqistinguished memberhood of self-set 
individualities. 

Not the so-called Cbpoxxs then, nor the main characters 
themselves, are to be used by the poet as a symphonic body 
of musical tones for bringing to light the 再 armonic stipula- 
tions of the melody， Only in the full tide of lyric outpour， 
when all the Characters and their Surrounding have been 
strictly led-up to a joint expression of feeling, is there offered 
to the tone-poet a polyphonic mass of voices to which he may 
make over the declaration of the Harmony.， Yet even here 
it will remain the tone-poet s necessary task, not to give out 


the dramatic unit's share in the emotional-outpour as a 


sheer harmonic .bolstering of the melody，bnut 一 Precisely 
amid this harmonic concord 一 to allow the individuality of 
the personage concerned (des Bemetlipgtez) to make itself 
known in a dehnite, and withal a melodic utterance ; and 
just in 1zg, will have to be avouched his highest faculty, as 
lent him by the standpoint of our Musical art， But the 
standpoint of our independently developed art of Music 
supplies him also with the immeasurably puissant organ for 
making Plain the 瓦 armony; an organ which, besides the 
satisfaction of this positive Need，possesses the further 
Power of characterising the Melody in a way compjetejy 
barred to the symphonic Vocal-mass : and this organ is the 
_Orchestra- 


We have now to consider the Oxcbpestya not merely as 工 
termed it above, as the conqueror of the waves of Harmony， 


but as itself those conquered waves。， In it the Harmonic 


element，that conditions the melody，is _ turned from a- 
:moment ' of sheer declaration of those conditions, into an 
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-at all times characteristic accessory-organ for realising the 
Poetic Aim。 From being merely a thing imagined by the 
poet and never to be realised in Drama by the same tonc- 
mass in which the vocal melody appears, 一 the naked har 
mony becomes in .the Orchestra an altogether real and 
Special agent ; a factor through whose help the Perfected 
Drama is frst truly Placeable within the power of the 


poet. 


The Orchestra is Harmony's realised Thought in its 
highest, living-est mobility， It is the condensement of the 
members of the vertical Chord to a self-dependent display of 
their a 印 nitative inclinations, in a poxzzoxzplal direction along 
which they may expand themselves with freest power of 
motion, 一 with a motive power that has been lent the 
Orchestra by its frst creator Dance-rhythm. 一 


We have to notice hrst of all the important point, that 
the instrumental orchestra is something quite different from 
the vocal tone-mass, not onljy in its power of expressiom 
but also, and quite dehnitely, in its colxxr (kjangfarbe)，In a 
mannerthe musical instrument is an echo of the human voice 
but so constituted that we can only detect in it the Vowel 
resolved into the musical Ione, and no longer the word- 
deterimnining Consonant， JIn this loosening from the VWVord， 
the instrumental tone is like that WwWy-tone of all human 
speech, which only with the advent of the consonant con- 
densed itself into the genuine vowel ; and in its bindings 一 
parallel with those of modern word-speech 一 it becomes a 
Specific tonzue, which retains alone an emotional and not an 
intellectual kinship with actual human Speech Now, this 
pure Tone-speech completely loosened from the Word, or 
remaining a stranger to the consonantal evolution of ouwy 
speech, in turn has won a specifhc individual property from 
the individuality of the instruments, through'which aloneit 
Was utterable ; and this property is determined by the com- 
40NCI1L-L2e character of the instruments in much the same 
way as Word-speech is determined through its consonantal 
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articulations， In its determinant infuence on the quality 
of the tone entrusted to it one might term a musical instru- 
ment the consonantal omsel or jpe Roobs displaying itself as . 
2 .9lab7etzMi 211LZNE 10pgz1pex ali the tones executable upon 
让 The kinship of the instruments to one another might 
thus be easily decided by the likeness of this initial sound， 
according as it shewed itself as a softer or harsher delivery， 
so to Say, of the consonant they originally shared in com- 
mon。As a matter of fact, we possess families of instruments 
that own an originally like initial, which merely shades of 
according to the respective character of the offspring, in a 
similar wayto e.g.the consonants 忆 Band 矿 in word-speech， 
and just as with 太 we stumble across a resemblance to 尺 
so the pedigree of the instrumental families might easily be 
discovered to embrace a very complex ramification，whose 
exact tracing, and a characteristic employment of its mem- 
bers in groups arranged_ according to their likeness or 
_diversity,， could not but present us with an Orchestra en- 
dowed with far more ?Nd2tVtQUaCL jbozuezz of speecp than have 
even yet appeared, 一 Seeing that the Orchestra is at present 
a long way from being known enough in its interpreting 
capacity.+ But this knowledge can only come to us in any 
event, when we Shall assign to the Orchestra a more intimate 
share in Drama than has hitherto been the case, where it 
is mostly empioyed as a mere luxurious piece of fnery， 
The jaxrtzcxwiaxzty of the Orchestra's faculty of speech 一 
”Which must necessarily result from its idiosyncrasy of 
sound 一 we reserve for a concluding inquiry into its 


《Den xonsonirenden toxiyze1pajzew di[azpl 7 康 c. 一 

+ 和 Nach seiner Sinnvollen Eigenthiimlichkeit." 一 For “sinnvoll” TI can 
peither fnd nor concoct & suitable equivalent。 Thbe nearest approach would 
be meaning,"as used adjectivally，or rather “full of meaning”; but the 
fall idea would be :that apPears to be thinking for itself "and therefore a 
term somewhat akin to “signifcative ”or “suggestive," 一 In the succeeding 
” paragraph,，I must explain that“ sinnlich ”presents one with the usual di 全 - 
”culties attendant upon the utter confusion of almost all our English adjectives 
derived from “sense”; for the most Part I have Preferred to translate this 


word as physical,” but hexre it was obviously necessary to employ “sensuous 


albeit with a caution against its being taken in a derogatory signihicance. 一 TR。 
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名 nctions， In order to be properly equipped for that 
inquiry，we must in the first place settle one thing : n 
COMJLeL Cexettee 玉 16e popzety SENSUOUES MU81e7ONCE 0 2 
Oxzcpes1yza, 17oot je pezoi5e DU1eLy SENSUOUS 2U1le7CNC2 OF 2 
7oca/ 1oxwe-mass。 The Orchestra is as different from that 


Vocal-tone-mass as the above-named_ Instrumental conso- ， 


.nant from the consonant of Speech, and consequently, aS 
are the“open sounds ' which are respectively conditioned 
.or determined by the one and the other，The instrumental- 


consonant governs once and for all eacp tone producible ， 
upon that instrument : whereas the vocal tone of Speech， 


by the very play of its initial sounds, is always coming-by 
an other an infhnitely varied tint，Lt is this that makes the 


tone-organ of the human voice the richest and completesb 


to wit the most organically-conditioned，of them al 
”Lompared with 怒 the most complex blend of orchestral 
”ftone-colours conceivable must needs seem poverty-stricken， 
”一 an exXperience which certainly cannot be made by those 
People who hear the human voice employed by our modern 
singers in imitation of the orchestral instrument with a 
total omission of the consonants and retention of one 


solitary favoured vowel ; and who straightway go them- 
selves and handle that human voice as an instrument, by 


writing，for instance，duets _ between 3a soprano and a 
”clarineb a tenor and a French horn. 

Were we entirely to neglect the fact that the Singen 
whom ze mean, is a human being artistically representing 
human beings, and that the artistic outpours of his Feeling 
are ordered by the highest necessity of transforming a 


， thought into a Man : yet even the purely sensuous aspect 


of his articulate voice (pxacppesa1Npgstozth in the infhnite 
variety that comes from its characteristic play of vowels 


and consonants, would prove it not only a far xzczez tone- 


organ than the orchestral instrument， but also one entirely 


Ci5lzjct therefrom ; and this distinction of the physical 


organ of tone determines also，once for all，the whole 
attitude which the Orchestra has to ae towards th 
Acting 5inger， 
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The orchestra, in the first place, has to assure us that the 
tone, the melody, and the characteristic phrasing ( Foxztyray) 
of the singer are validly conditioned and vindicated by 
fthe inner Sphere of Musical 了 armony， IIhis faculty the 
orchestra wins as a tone-body set loose from the song-tone 
and the singers melody : a body voluntarily，and 一 for 
Sake of justifying its own independence 一 sympathetically 
subordinating itself to the singer ; but it never wins it by 
attempting to actually mingle in the song-tone， ]If{ we 
allow a melody sung by the human voice to be accompanied 
by instruments in such a fashion，that that integral factor 
of the whole harmony which lies in the notes (ZLzztleyzaLLezz) 
of the melody shall be left out of the harmonic body of the 
accompaniment, and kept,， as it were, for the singing voice 
to make good : then we Shall become aware at once that 
the harmony is absolutely incomplete, and the melody has 
NO _ been harmonically vindicated ; precisely because Our 
ear，detecting the great distinction between the Sensuous 
tone-colour of the instruments and that of the human voice， 
instinctively sevexs the one from the other and thus receives 
the mere impression of two diverse “moments 一 a melody 
not adequately vindicated by its harmony and a defective 
harmonic accompaniment， This uncommonly weighty 
experience，wWhich has never yet been properly followed up， 
may explain a large share of the ineffectiveness of our 
opera-jtelodtl of hitherto, and teach us about the countless 
errors into which we have fallen in our handling of vocal 
melody, when coupled with the orchestra.。 And this is the 
Very Spot to provide ourselves with that instruction， 


Absolute Melody, such as we have employed in Opera 
hitherto, and such as our purely mnusical good-pleasure has 
reconstructed by ringing the changes on our old acquaint- 


ances, Volkslied and Dance-melody 一 in the absence of a 


Word-verse that should necessarily Shape ze into a 
melody, 一 this Absolute Melody，looked at closely，was 
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ever a thing translated from the instruments into the 
human voice， By an involuntary error we have always 
thought of the human voice as a, merely to be specialiy 
-Courted, orchestral instrument ; and as such we have woven 
让 also into the orchestral accompaniment TIhis inter- 
Weaving sometimes happened in the manner 1 have already 
instanced，namely the human voice was employed as an 
integral factor of the instrumental harmony, 一 but some- 
times it was effected by the accompaniment reduplicating 
the melody, in addition to its own harmonic duties ; where- ， 
.by the orchestra at any rate was rounded into an intelli- 
_Sgible whole, but by that very hnish it exposed the melody s 
character as belonging exclusively to instrumental music. 
Through the complete adoption of the melody into the 
orchestra，as thus found needful，the musician confessed 
that this melody was one which, completely vindicated in 
its harmony by nothing but the zwpole Hpe Nais of tone， 
could also be intelligibly delivered by that mass alone. 
The human voice's delivery of the melody,on top of this har- 
monically and melodically completed body of tone, seemed 
utterly superhuous and like a second, disfhiguring head un- 
naturally Planted on its shoulders. The hearer quite in- 
stinctively perceived this incongruity : he never understood 
the singers melody, until it came to him rid of the play of 
VvVowejls and consonants 一 obstructive to 1Wzs melody 一 which 
disturbed his comprehension of its Absolute self;i until he 
heard it delivered by the instruments alone。， That not 
until they have been played to the public by the Orchestra， 
in concerts Or at the change of guard, 一 or on some har- 
monic instrument, 一 that not till then，have our most 
favourite operatic melodies been really understood by the 
public ; and that they have frst gained currency with ji 
when it could hum them without words 一 this notorious 
fact might have long since enlightened us as to Operas 
entirely false conception of vocal melody. This melody 
was Vocal only inasmuch as it was assigned to the human 
voice，to_ deliver in its purely instrumental capacity, 一 
3 capacity in whose unfoldment the voice felt terribly 
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hampered by the vowels and consonants of the words and 
for whose sake Vocal-art has also quite logically taken a 
development Such as we may see to-day arrived at its most 
ZNEENL pitch of wordlessness amongst our modern opera- 
singers。， 

.But this disparity between the tone-colbur of the 
Orchestra and that of the Human Voice has come the most 
startlingly to light where serious tone-masters * have striven 
for a characteristic garment for dramatic melody，. Since 
they involuntarily had in ear that aforesaid“instrumental- 
melody” as their motives'” only bond of purely-musical 
comprehensibility, they sought to give it a suggestive and 
exact exXpression by means of an uncommonly ingenious 
instrumental accompaniment，harmonically and rhythmi- 
cally accenting note by note, and word for word ; and thus 
they arrived at turning out musical periods in which, the 
” more carefully that instrumental accompaniment was inter- 
woven with the motives of the human voice，yet the ear 
instinctively took up two separate things 一 an unseizable 
voice-part whose conditionments and explanation had been 
transferred to the accompaniment, and an accompaniment 
，WwWhich in itself remained an inexplicable chaos, through its 
instinctive severance from the voice TIhe fault at bottom 
of this practice was thus a twofold one，EFirstly : an ignoring 
of the determinative nature of Poetic Song-melody，for . 
which there was substituted an Absolute Melody, drawn 
from instrumental music; and secondly : an ignoring of the 
thorough difference in tone-colour + between the 瓦 uman 


“了 rnste Tonmeister 一 from t> expression 《characteristic ”it js evi- 
dent that the reference is to Meyerbeer. 一 TR。 

人 The abstract musician did not even detect the complete immiscibility of the 
timbres，for instance，of the pianoforte and the violin。 A major portion of 
-his artistic life's-joy consisted in playing pianoforte sonatas with violin，&c.， 
without becoming aware that he was only bringing an imaginary music to 
light，not bringing to the ear a real one。 Thus his hearing was swamped by 
his sight ; for what he beard，was nothing but a group of harmonic abstrac- 
tions, to which alone his sense of hearing still was sensitive, whereas thbe living 
Hesh of musicnl exprecssion was bound to stay entirely unlheeded by hina. 一 
从。WAGNEK。 
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Voice and the Orchestral Instruments, with which one had 
intermingled the voice for purely musical ends. 


If we turn aside a moment to denote the peculiar char- 
acter of Song-melody, it is with the .object of once .more 
calling Plainly to mind the fact that, not only in sense but 
also in sound, it has sprung from, and is conditioned by， 
the Word-verse。 As touching its sense, its source liecsin 
the nature of the Poetic Aim, in its struggle for an under- 


standing through the Feeling, 一 as touching its physical 


semblance，in the organ of the Understanding，namely 
.Word-speech。 Starting from this_ conditioning source, 让 ， 
develops into an enouncement of the purely emotional 
Content of the verse, through a dissolution of the vowel 
into the musical tone; and here it turns its purely musical 
side towards the element of Music propem from which alone 
this side obtains the enablement for its appearance, whereas 
it keeps the other side of its total aspect (esCMNUNtIC1- 
Secpet1UNBg) turned unswervingly towards the significative 
(317zMVOLLeNz) element of word-speech, from whence it took 
its frst conditions， In this attitude the Verse-melody 
becomes the uniting bond and messenger between Word- 
speech and Tone-speech, as the offspring of the marriage 
of Poetry with Music, the embodied love-moment of both 
arts， But it thus is more withal and stands on a higher 
level, than Poetry's verse or Musics absolute melody ; and 
its appearance 一 alike conditioned by and redeeming either 
side 一 becomes only possible in the event of their eacg sup- 
porting its Plastic，independent message， This must be 
2Uppeld by both conditioning elements, but well dslzxztpxtz5ped 
from them ; and，for the welfare of both arts，they must 
continuously vindicate it, but never Swamp it by admixture 
of their individualities with its own.* 

If we want to fgure to ourselves this melody's correct 


”IT have been obliged here to sort out the constituents ol one sentepce, and 
arrange them into wo. 一 工 R。 


攻 了 
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relation to the orchestra, we may do it in the following 
image. 

A little while back we compared the Orchestra, as the 
CONGIUe1o1# of the waves of Harmony，to an ocean-ship : 
this was in the sense Wherein we take “sea-VvVoyage” 
(ec1apzt ") as synonymous with “a voyage aboard“ 
(cpzjapzt )，For sake of a fresh and independent simile,{ 
we mnust now _ consider the Orchestra，in its capacity of 
“conquered Harmony "一 as we were bound to call it latenr 


一 no longer as the ocean，but as a limpid mountain-lake, 


lit by the sun-rays to its very bottom ; a lake whose whole 
surrounding shores are plainly visible from every point 
upon it. 一 Erom tree-stems reared upon the rocky soil of 
hills rolled down from everlasting，a boal has now been 
built ; bound fast with iron clamps，well-found with oars 
and rudder，it has been shaped and fitted closely to the 
Aim of its carrying by the waters，of ploughing its way 
athwart them. This boat，now launched upon the lake, 
urged forward by the pulsing oars, and guided by its helm， 
is the Yexye-Melody of the Dramatic Singer，when borne 
upon the sounding surges of the Orchestra。 The boat is a 
thing quite other than the mirror of the lake, and yet it has 
been carpentered and ftted with sole regard to the water 


and exact adjustment to its qualities; on land the boat ig 


of no use at all, or at most for breaking into common fire- 
wood, to feed the burghers kitchen hearth.， Only on the 
lake, does it become a joyous thing of life ; carried and yet 
self-moving，moved and yet ever at rest; drawing ever 
back to it our gaze, when it sweeps across the lake ; like the 
human-shewing Aim of the whole existence of that throb- 


愉 


bing sheet of waters, which before had seemed to us with- . 


out a purpose. 一 Yet the pinnace does not foat upon the 
surface of the water-mirror : the lake can carry it in one 


48ewailtiger， 一 “ruler ”or tamer"; We al know the allegorical jady 
no the waves,2 一 工 R。 
+ Never can an object be completely like the thing with which it is com-~ 
pared，but only assert its likeness in one direction, not in all ; completely alike， 
&re never the objects of organic，but only those of mechanical formation. 一 及 。 
WAGNER。 
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steady track, only on condition that it plunges in the water 
the one full portion of its fronting body。、 A Himsy Plank 
that merely grazed the surface of the lake, would be tossed 
hither and thither by the waves, whichever way their waters 
streamed ; whereas a jumpish stone, again, must be drowned 
at once beneath them. But not only with one full side of 
its body does the boat embed itself within the lake, but 
the helm which governs its direction，and the oar which 
gives its motion, both gain alike that governing and moving 
force from nothing but their contact with the water， which 
first empowers the effective pressure of the guiding hand. 
With every forward thrust，the oar cuts deep into the 
ringing reach of waters ; raised out， it lets the clinging 
drip fow back again in drops of Melody. 

There is no need to underline this likeness，to_ make 
clear my meaning as to the relation involved in the con- 
tact of the word-tone-melody of the human voice with the 
orchestra; for this relation is completely set forth therein, 一 
as will be still more obvious to us if we call our old friend， 
the Opera-melody propern the fruitless _ attempt of the 
Musician to condense into a seaworthy boat the waters of 
the lake themselves. 


It only remains for us to_ consider the Orchestra in its 
capacity of an independent (Sepstiztdapes) eljement, in itself 
distinct from that Verse-melody ; and to assure Ourselves 
of its aptitude for carrying that melody, not only through 
making manifest the harmony conditioning it [sze, i.e. the 
melody] from a purely mnusical standpoint, but also through 
its own peculiar its endlessly expressive faculty of speech : 
for carrying it, as the lake the pinnace. 


V， 


= 汪 HE ORCHESTRA indisputably possesses a 

| CCcULty or sjeecp and the creations of modern 
Instrumental-music have disclosed it to us 
Ion the Symphonies of Beethoven we have 
”seen this faculty develop to a height whence 
让 felt thrust on to speak out That which，by its very 
nature， it can not speak out Now that in the Word- 
verse melody we have brought it That which 2 could 
not speak out and have assigned to it as carrier of this 
kindred melody， the o 鱼 ce in which 一 completely eased in 
mind 一 it is to speak out nothing but what its nature fts 
2 alone to speak: now，we have plainly to denote this 
Speaking-faculty of the 0 as the faculty of uttering 
the xp15JeCpCOLC. 

This dehnition，however， is not to convey the idea of 
a merely imaginary thing，but of a thing quite real and 
_ palpable. 

We have seen that the Orchestra is no mere compost of 
washy tone-ingredients，but consists of a rich association 
of instruments 一 with unbounded power of adding to its 
numbers ; whilst each of these is a deftinite individuality， 
and invests the tone produced by it with an equally indi- 
.vidual garment 人 tone-mass without some such individual 
distinction between its _ members is nowhere to be found， 
and can at best be thought but never realised， But what 
determines the Individuality, in the Present case, is 一 as We 
have seen 一 the particular idiosyncrasy of the unit instru- 
ment，whose consonant-like timbre converts into a thing 
apart, as it Were the vowel of the tone produced. Whereas， 
however, this consonantal timbre can never lift itself to the 
suggestiveness of the .Wordspeech-consonant's appeal to 
Feeling's understanding, nor is it capable of that consonant's 
change and consequent play of infuence upon the vowel 

33 
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SO heither can the Tonespecch of an RE ever con- 


dense itself to an expression such as that attainable solely 
”by the organ of the Understanding, namely Word-speech ; 


yeb as pure organ of the Feeling， 让 speaks out the very 
thing which Word-speech in itself can zol speak out' 一 
without further ado, then : That which, looked at from the 
standpoint of our human intellect，is He Cohecep&apLE， 
That this Unspeakable is not a thing unutterable pev 5e2， 
but merely unutterable through the organ of our Under- 


standing ; thus，not a mere fancy，but a_ reality 一 this is 
shewn plainly enough by the Instruments of the orchestra 


themselves，whereof each for itself and infhinitely more 
richly in its changeful union with other instruments, speaks 


out quite clearly and intelligibly.” 


Let us frst take into view that Unspeakable which the 
Orchestra can express with greatest defhnition, and indeed， 
in union with another thing unspeakable, 一 Z02 太 Cestlxze. 

The bodily Gesture, as determined by an inner emotion 


”Which proclaims itself in the significant movements of cer- 


tain members most capable of expression, and finally in the 
features of the face, 一 this bodily Gesture is insofar a thing 
unutterable，as Speech can only hint-at or describe it， 


.Whereas those members or those features were the only 
channels for its actual utterance， Something that Word- 


speech can 名 1lly impart, i.e. an object communicable by the 


Understanding 如 the Understanding，has no need at all 
.of accompaniment or reinforcement by Gesture ; nay，un- 


needful gestures could only mar the message， With such a 
message, howevem as We have seen above，neither is the 
sensory organ of the recipient Hearing roused, but merely 


Serves as an uninterested go-between， But a message 


“This easy explanation of the “Unspeakabie "one might extend，perhaps 


_ not altogether wrongly， to the whole matter of Religious Philosophy ; for 


although that matter is given out as Cbirolwuieby unutterable, from the standpoin 
of the :peape，yet mayhap it is utterable enough if only the ftting organ be 
employed. 一 人 ,WAGNER. 

This note Should be remembered by those aver that Wagaers meta- 
Physical ”view of Music, in the Zeclpovexpt essay，was Werely derived 人 


Schopenhauer, 一 工 R. 
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which Word-speech cannot fully and convincingly convey 
to KeepUpg 一 which here has also to be roused 一 thus an 
2sXpression which borders on Passion (4L1epjh, imperatively 
needs strengthening through a concomitant gesture。 We 
thus see that where the Hearing is to be roused to greater 
"Sensuous ”interest，the messenger involuntarily has to 
address the eye as well : Eye and Ear must mutually assure 
each other of a higher-pitched message，before they can 
transmit it convincingly to the Feeling， 

Now, the gesture, in its needful message to the eye, de- 
livered precisely TIhat which word-speech was incompetent 
to express, 一 had the latter been able to do so, the gesture 
would have been superfluous and disturbing. The eye was 
_ thus aroused by the gesture in a way which still lacked its 
fitting counterpart，of a message to the ear: but this 
counterpart is needful， for rounding the expression into 
one completely understandable by Feeling， True that the 


word-verse, roused into melody, at last dissolves the intel- 


lectual-content of the original verbal message into an 
emotional-content : but in this melody there is not as yet 
contained that moment of the message to the ear which 


shall completely answer to the gesture ji for precisely in 


this [verse-jmelody, as the most :EN yoxdyed expression of 
the words, lay the first zzzctzteMteNtti to intensify the gesture， 
一 namely, to supply the corroborative moment ' which the 
melody still needed, and needed just because it could not 
as yet bring anything of its own to exactly correspond 
thereto。 The verse-melody，then，has contained only the 
antecedent condition for the gesture，That, however which 
is to vindicate the gesture before the judgment-seat of Feel- 
ing, in the same way as the speaking-verse was to be vin- 
dicated through the melody，or the melody to be vin- 
dicated 一 or _ better : elxpczdaled 一 through the harmony 一 
That lies_ beyond the power of 1z melody which arose 


站 


from out the Jpeaptz1lg-verse and which with one_ essential 


aspect of its body remains strictly conditioned by Word- 
speech ; for it was Word-speech, that could not deliver the 
Particular tale of Gesture, and therefore called the latter to 
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her aid ; and now, she positively cannot find a completely 
fitting vehicle for conveying it to the longing Ear. 一 But 
now there comes the language of the Orchestra, completely 
sundered from this Word-speech ; and that tale of Gesture's， 
which was unutterable in Word-Tone speech, the Orchestra 
is just as able to impart to the Ear as the gesture itself 
imparts it to the 匡 ye. 

This faculty the Orchestra has won from its accompani- 
ment of the most physical of all gestures, the Damce-gestwze， 
to which such an accompaniment was a necessity dictated 
by its very essence, to make its message understandable ; 
since the gestures of Dance, like Gesture in general, bear 
much the same relation to the orchestral melody as the 
word-verse bears to the vocal melody thereby conditioned. 
So that Gesture azd Orchestral-melody, together, frst form 
such a whole, a thing so intelligible in itselb as Word-Tone- 
melody forms for 26 part. 一 TIheir most physical point of 


contact，i.e， the point where both 一 the one in Space, the 


other in Time :; the one to the eye, the other to the ear 一 


-displayed themselves as altogether like and mutually con- 


ditioned, 一 Dance-gesture and Orchestra had this common 
point in KRpyUMi ，and after each departure from it to this 
point they must perforce return in order to stay or to 
become intelligible, for it is xz that lays bare their prime 
afhnity， But from this point both Cesture and Orchestra 


有 expand, in equal measure, to their respective idiosyncrasies 


of speaking-power， Just as Gesture reveals to the eye a 


-thing which Spe dloNpe can uttep So the Orchestra conveys 


to the'ear a Something exactly answering to that revelation， 
Precisely in the same way as Musical Rhythm，at the 
starting-point of their kinship，explained to tte eay the 
thing revealed to the eye in the most palpable moments of 
the dance， The setting down of the uplifted foot was the 
Same thing to the eye, as to the ear was the accentuated 
downbeat of the bar ; and thus also the mobile instrumental 
tonefhgure, melodically uniting the down-beats of the bar， 
is altogether the same thing to the eam as to the eye is the 
moveiment of the feet, or other expressive members of the 
body, in the intervals between their exchange. 
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Now, the farther Gesture departs from her dehnite but 
at like time her most straitened basis, 一 that of the dance ; 
the more sparingly she .distributes her sharpest accents in 
the .most manifold and delicate expressional nuances to 
attain an endless aptitude for speech : so much the more 
manifold and delicate become the tone-fhgures of Instru- 
mental speech, which, to convincingly impart the Unspeak- 
able of Gesture, now wins a melodic 下 上 xpression immeasur- 
able in its wealth of idiom. Nor can either its content or 
its form be characterised in Word-speech, for very reason 
that they are already compjetemy made known to the ear 
through the Orchestral-melody，and only further wait 
adoption by the eye; and that as the content and form of 
the gesture answering to this melody 

That this idiomatic language of the Orchestra is a long 
way from having evolved in Opera to the fulness of which 
it is capable，is to be explained by the fact 一 already 
mentioned in its proper Place 一 that with its utter lack of 
a genuine dramatic basis, the OPpera has always drawn its 
by-play directly from the pantomimic dance. These Ballet- 
mimetics had the very narrowest range of movement and 
gesture，and at last were stereotyped into settled make- 
believes， because they altogether lacked the necessary 
conditions that might have prescribed, and alike explained， 
a greater mnultiplicity， Such conditions are contained in 
Word-speech ; and indeed，no word-speech caeeedozp to 
heljp，but one that 5w72WON5 Gesture to lend pex help. 
As though instinctively aware of its potentiality，the 
Orchestra sought in absolute Instrumental-music, set loose 
from pantomime，for that heightened power of speech 
”which it thus could not gain in Pantormime or Opera ; and 
we have seen that this effort， when put forth in its highest 
force and sincerity, must. lead to the longing for a justifca- 
tion through the Word, and through Gesture prompted by 
the Word， We now have only to learn，from the other 
side how the complete realisement of the Poetic Aim is in 
turn to be effected by nothing but the highest the most 
lucid vindication of the Word-verse-melody through the 


& 
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perfected language of the Orchestra, in its alliance with 
Gesture， 本 

In its will to realise itself in Drama， the Poetic Aim . 
stipulates for the highest and most manifold expression 


that Gesture owns : yes, 让 demands from her a force， 


diversity, a finesse and mobility, such as nowhere but in 
Drama can come to necessary show, and which arethere- 
fore to be zzvemled of a quite specific character ; for the 
_ Dramatic Action, with all its motives, is an action lifted high 


above life，and intensihed to the point of Wonder Ihe 


-compact moments and motives of action were only to be 
made intelligible to Feeling by means of an equally 
concise expression，wWhich was to rise from the word- 
verse to a melody immediately determining the Feeling. 
Now,，just as this utterance intensihes itself to Melody， 
SO it necessarily requires an intensifying of the gestures 
which it prompts，a_ lifting of them above the measure . 
of those of ordinary Talk (Redeeebizde) Moreover this 
Gesture，in keeping with the character of Drama，is 
mo mere monologue of a solitary individual， but 
intensifies itself to utmost manifoldness, 一 So to say，to 
a “many-voiced ” gesture, 一 through the characteristic 
reaction of the mutual encounter of Mecy individuals，Ihe 
dramatic-aim not only draws within its sphere the inner 
emotion jex Se but for sake of its own realising, it speci- 
fically demands that this emotion shall 'be proclaimed 
in the outer， bodily appearance of the performers-. 
Pantomime contented itself with typical masks，for the 
stature, bearing, and dress of the performers: the all-enabled 
Drama tears away these typical masks 一 since lit possesses 
the warrarity therefor in its faculty of Speech, 一 and shews 
fthe performers as specifhc Individualities，Proclaiming 
.themselves precisely Wzxs and not otherwise， Wherefore 
the dramatic-aim prescribes the stature，mien，bearing， 
motion and dress of the performen down to their tiniest 
detail, so that at every instant he may appear as this one， 
this swiftliy and dehnitely knowablte Individuality，in fuli 
distinction from its fellows. This drastic distinction of the 

YX 
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one individuality is only to be achieved, however when all 
its fellows, when all the individualities in touch with it 
display themselves with an equally sure and drastic 
deftnition. 8 

Let us now picture to ourselves such sharp-cut indi- 
vidualities as these，appearing in the endless change of 
correlations from whence evolve the divers moments and 
motives of the Action ; and let us hgure the infhnitely 
enkindling impression which their aspect must produce on 
our captive eye: then we shall comprehend alike the Hear- 
ing's need of an impression intelligible to zin turn and 
completely answering to this impression on the Sight, 一 a0、 
impression through which the latter shall appear supple- 
mnented, vindicated，or elucidated ; for“ At| the mouth of 

two witnesses shall the (whole) matter be. (hirst) estab- 
lished.” 

What the ear is longing to distinguish, however is pre- 
cisely the Unspeakable of the impression received by the 
eye 一 That whose self and motion the poetic-aim merely 
summoned through its _ nearest organ，VWord-speech，yet 
cannot now convincingly impart to Hearing， Were this 
show not present to the eye, then poetic Speech might feel 


warranted in imparting to Phantasy a description of the 


_thing 1mgigined ; but now that at bidding of the highest 
Poetic-aim it offers itself directly to the eye，a verbal 
description not only is entirely superhuous, but would stay 
quite unimpressive to the ear， That which Poetry could 
-not speak out, howevem is imparted to the ear by precisely 
the language of the Orchestra ; and just from the longing 
of the 了 ar incited by her sister 上 Eye, does this language 
win a new immeasurable Power : a power forever slumber- 
ing, zwzioxtl this incitation or 一 坟 woken by its own initiative 
一 proclaiming itself un-understandably. 


Even for this enhancement of its task, the Orchestra's 
Fower-of-speech relies in the frst place on a kinship with 
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the language of Gesture, such as we have seen it displaying 
in the dance。 In tone-hgures peculiar to the individual 
character of specially appropriate instruments, and shaping 
themselves into the specific Orchestral-melody * through 
an equally appropriate blending of these characteristics it 
vsSpeaks out That which is now revealing itself to the eye in 
physical Show and by means of Gesture ; and speaks it out 
40 Jax as there has been no _ need for any third party 一 to 
wit, for intermeddling Word-speech 一 to explain the Show 
and Gesture，for their understanding by the eye，or to 
interpret their meaning to the directly-seizing ear. 


Let us come to closer terms abonut this matter. 一 We 
commonly say: “TI read it in thine eye ” ; which means : 
“4In a way intelligible to 2 alone, my eye perceives in the 
look of thine an instinctive feeling indwelling in thee, which 
I instinctively，in turn，now feel with thee "一 Now, if we 
extend the eyes receptivity to a faculty for taking in the 


whole outward stature of the man it looks on, his appear- 


ance, bearing and gestures, then we have to admit that the 
”eye can grasp and understand the utterance + of this man， 
”past all mistake : provided only，he manifests himself in 
_1zpLL z1z51t11ct1tVECNESS is entirely at one with himself within， 
and utters his inner promptings with undisguised sincerity. 
But the moments in which man declares himself thus 
- Plainly, are solely those of most perfect repose or highest 
agitation : what lie between these extremes, are transitions 
which only partake of the character of genuine passion in 
direct ratio as they either approach their state of highest 
agitation，or return therefrom, appeased, to a harmonious 
repose， These transitions consist of a mixture of arbitrary， 


“4 Zur eigenthimlichen Orchestermelodie， 一 ie as distinguished from the 
4 remembrances and forebodings” which the Orchestra borrows from the 
“verse-mcelody，，in its capacity immediately to be discussed. 一 This paragraph 
Presented some di 伍 culty until I realised that the “so far”(30o Weii)， xpczset 
in the German，naturally implies““ but nuo farther,” and thus constitutes a link 
between the present and the preceding sectionD, 一 工 R， 

+ “Ausserung,2 一 I may remind the reader that “utterance” does not 
mnecessarily imply“ speechb,”but merely 4 a giving，or shewing，oxii. "一 T&。 
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refective Will (>epeptiyzter JewsUpONERetp with non- 
conscious, necessary 了 motion (CMD6pzpzdUMED : their guidance 
along the necessary channel of instinctive feeling, 一 with 
an unfagging how towards, and final disembouchment into 
true 上 motion, no longer hemmed and conditioned by the 
refective Understanding, 一 ig is the substance of the 
Dramatic poet's Aim,* and for this he fnds the sole em- 
Powering expression in just the Wordverse-Melody，the 
blossom of that organic speech of Word-and-Tone which 
turns its one Side to the refective Understanding,， but its 
other to the instinctive Feeling，Gesture (meaning thereby 
the whole message of man's outward semblance to the eye) 
takes but a conditional share in this transition, since She 
has only ome aspect, and that, the emotional side wherewith 
she fronts the eye : whereas the side which she conceals 
from the eye is the very same as that which Word-Tone- 
speech turns toward the Understanding, and would there- 
fore stay entirely hidden from the Feeling，were it not that 
bo1 sides of Word-Tone-speech address the eab 一 albeit 
one of them less forcibljy 一 and that the ear may thus 
acquire an added faculty of intelligibly conveying to the 
Eeeling even this side averted from the eye. 

This faculty the ear acquires through the language of 
the Orchestra, which is able to attach itself just as intimately 
to the verse-melody as earlier to the gesture, and thus to 
develop into a messenger of tbhe very ZNoxpAi itsel8 trans- 
mitting it to Eeeling : and, indeed, of that IIhought which 
the present + verse-melody 一 as the utterance of a mixed 
emotion, not yet fully at one with itself- 一 neither can nor 
will speak out ; but which can still less be imparted by the 
_gesture to the eye since Gesture is the most present thing 


4 Jiterally “the Content of the poetic Aim in Drama”(der Lp de 
dhterzrchext LO5tcpt 202 7C11G)， Although I have been obliged to employ 
4 substance ” instead of “content, ”in this particular sentence,，I wish to lay 
stress upon the latter term，as a connecting bond with earlier chapters ; whilst 
tbe “Aimy” itself should be taken in the light of pages Io2 and 208-To. 一 TR. 

+ “Gegenwirtige, 一 it is rather amusing to fnd that our English diction-. 
aries are compelled to clear up their dehnitions of “Present ”by negatives. 
such as“not past or 包 ture。 一 工 &. 
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-of all being conditioned by the emotion given out in the 
verse-melody, and therefore in this instance is as indehnite 
as itself or expresses alone this indefhiniteness without 
being able to clearly illustrate the genuine emotion. 
In the Verse-melody not only is Word-speech combined 
with Tone-speech，but also the thing which both these 
organs express : to wit, the absent with the present the 
thought with the emotion。 The presezl part of it is the 
instinctive feeling, in its_ necessary pour into the musical 
expression of the melody; the non-present part is the 
abstract thought，in its bondage to the word-phrase，as 
an arbitrary moment of reflection. 一 Let us dehne more 
closely what we have to understand by this“thought 


Here，also，we shall soon arrive at a clear idea， 庆 we 
take the thing from an artistic standpoint, and go back to 
its “sensuous "derivation. 

A thing we cannot utter through any single medium， 
nor through them all combined, even it we 200ULZ 一 Such a 
thing is_naught and _ nothing， On the other hand, every- 
thing for which we find an expression is also something 
real, and we may recognise its reality if we take the trouble 
to decipher the expression which we zjp51zMtCLzUELJ employ 
for the thing， The expression : Thought， is very easily 
explainable, if only we go back to its sensuous Speech-root 
A “thought"”* is the“thin”image in our mind, of a non- 
present，but yet a real“thing"+ By its [of the word 
“thought "] origin, this Non-present is a real a physically 


se 4 Ein Gedanke ist das im “Gedenken，uns “diinkende ”Bild eines 
Wirklichen，aber Ungegenwirtigen."' 一 Of course it is impossible to ft this 
derivation with current English words，but it is probable that “thing ” 记 
derived from the same root as think,”while Ogilvie tells us that in Icelandic 
se thanki ”is the term for“mind.” To these derivations one might add 
se than” and“theni”each of which implies either absence or distance. 一 了 。 

+ In a similar way we may prettily explain “Geist ”(ghost or spirit) by its 
kindred root “% giessen ”(to pour out) : its_ natural meaning 和 “that which 
Boxwpri zxeif ol ”from us just as the perfume isthat which spreads itsclf which 
pours itsel6 from tbe hower. 一 R，WAGNER. 一 This note was continued in the 
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aporehended object which has made a dehinite impression 
on us in another place, or at another time : this zwMpression 
has lain hold upon our feeling,* and, to impart the latter 
to our fellows,， we have been forced to invent an czpression 
which shall convey the objects generic impression in terms 
of the sentience of mankind at large， We thus could only 
take the object up into us according to the impression 
which it made upon our senses ; and this impression,， 
regulated in its turn by our sensory JacxwlLity is the image 
that appears to be (CdWzpp1) the object itsel1 when we ZI031NA 
cr it (1M Gedenken)，“Thinking-of ”and“rcemembering， 
then, are really one and the same thing ; and a'thought 
is the image impressed upon our sensory faculty by an 
object, yet moulded by that faculty itself and now brought 


first edition，by “The“Spirit ”of Theology，on the other hand, is based 
upon a reversal of this natural process ; for there 一 in keeping with the Christian 
mythos 一 it has become the thing poured out xpoxz us from above， 一 TR. 

”4 刁 mphndung ”is one of those words which we never can render exactly, in 
English，as will be seen from the interpretations given in HZUgzA5 DOxctioxpa7z7 
Viz ;4 sensation ; Sense ; perception ;feeling ; sentiment "to which Imay 
add emotion.” Strictly speaking,， it is “ something which we bave Joxxpid 
outside us,， and taken zzzlo us 下 rom the translator's Point of view, it is much 
to be regretted that our author should have so religiously adhered to the one 
term bere，seeing that bis own““memory ”was one of the most remarkabjle of 
his mental features，and therefore a more varied exposition of the nature of 
that faculty 一 even at the cost of a digression 一 would have been of the greatest 
Yalue。 As TI have been compelled to make an arbitrary selection of the 
equivalents for “ 王 mphndung,，” II append the original :Dieses Ungegen- 
wartige ist seinem Ursprunge nach ein wirklicher sinnlich wahrgenommener 
Gegenstand, der auf uns an einem anderen Orte oder zu einer anderen Zeit 
einen bestimmten LEindruck gemacht hat : dieser Eindruck hat sich.unserer 
Emphndung bemachtigt，fur die wir，um sie mitzutheilen，einen Ausdruck 
erhpden mussten der dem Eindrucke des Gegenstandes nach dem alljgemein 
menschlichen Cattungsemphndungsvermogen entsbrach。 Den Gegenstand 
konnten wir somit nur nach dem Eindrucke in uns aufnehmen，den er atif 
unsere 卫 mphndung machte，und dieser von unserem 卫 mphndungsvermigen 
wiederum bestimmte Eindruck ist das Bild，das uns im Cedcxzpep der Gegen- 
stand selbst dinkt。 Gedenken und Erinnerung ist somit dasselbe，und in 
WVahrheit ist der Gedanke das in der Erinnerung wiederkehrende Bild, welches 
一 als Eindruck von einem Cegenstande auf unsere 下 mphndung 一 von dieser 
Emphndung selbst gestaltet， und von der gedenkenden Erinnerung，diesem 
， Zeugnisse von dem dauernden Vermbgen der 了 mphndung und der Kraft des 

_auf sie gemachten 上 indruckes，der 卫 miphndung selbst zu jebhafter Erregung， 
zum Nachemphnden des Eindruckes，wieder vorge 人 brt wird. "一 TR。 
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back by musing Memory 一 that witness to both the force of 
the impression and the lasting power of its_ receiver 一 
brought back to re.arouse the Feeling, itself into an after- 
sense of the impression。 We here have nothing to do with 
Thought's development to the power of combination, i.e. 
of binding together all self-won or transmitted images of 
objects passed away from“presence, but whose impressions 
arec treasuredup in memory, 一 with Thinking, such as we 


meet it in philosophic Science, 一 for the Poet's Path leads 


out of Philosophy and into Art-work, into a yedlLisewteNt 01 
le 1WoxpgAit in physical presence. 
Only one point more，have we to determine，。 A thing 


which has not made an impression on our feelings (EMzppz- 


Caipg) at the first, neither can we tip it;i and the ante- 
cedent emotional-phase (ENp16Updzp7lpSe1icpet1tUNB) is the 
conditionor of the shape in which the thought shall be 
enounced， So that even Thought is roused by the emotiom， 
and must necessarily how back again into 卫 motion ; for cx 


1pox8NAl 15 Me bo1ptd betzoee1t CN GO5e118 CNG CBNESENZ 2112O12012 


ECp 11W2RVUIRE 1O7 e11OUNCEMNZEIZ 

Now, as it were before our eyes， the poet S Verse-Melody 
materialisess the thought, 一 i.e， the non-present emotion 
recaljed by memory, 一 converting it into a present，an 
actually observable emotion。 In its sheer words this Verse- 
Melody contains the non-present but copdttzozttzN2 emotiom 
as _ described from memory and thought; in its purely 
musical melody it contains the coxzdzlzozed the new, the 
4 present ”emotion into which that instigating thought 


resolves itself as into its kindred new embodiment 


Evolved and vindicated, before our eyes, by the recollection 
of an earlier emotion ; directly moving, and surely infuenc- 
ing the sympathetic Feeling，by its sound : the emotion 


“Verwirklicht, "一 lit. 所 realises”; but the meaning is so obviously tbat 
”0f :makes palpable to the senses,”that perhaps“ materiajises “一 in the secnse 
” 攻 ven it by the Spiritualists 一 will best convey the idea， This whole paragraph 
is one of the bardest to fraxzsyiaie in all the book，owing to the play with 
“Gedenken ” (recollection) and “Gedanke ” (thought)，and also to am 
exceptionally complex construction，apparently the fruit of over-haste。 工 
must therefoye beg for alittle extra indulgence here. 一 工 R 


人 


下 和 
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manifested in this melody is a thing which now belongs as 
much to us, to whom it has been imparted, as to him who 
has imparted it ; and just as it comes back to him hereafter 
as 3a thought 一 Le. a remembrance 一 S0 cam 20C，also, pre- 
.Serve it as a thought. 一 Pondering on this last emotional- ， 
phase，and driven by its memory, in turn, to the enounce- 
ment of yet a new, 0f yet another present emotion, our 
informant now takes up this reminiscence as a mere non- 
present “moment，briefy shadowing or hinting it to the 
Understanding's recollection ; exactly as in the previous 
Verse 一 wherein it came to a dehinite melodic show，now 
handed over to the memory 一 he employed the reminiscence 
of an earlier emotion, no longer actively within our mind， 
for the Woxegpl engendering a fresh emotion。 But ze we 
who receive the new message, are able, through our Hearing， 
to hold fast that now merely-thought-of emotion jp CLL zz 
zl72-1N1lelOUUC Ye2co10 。 it has become the property of pure 
Music and, when brought again to physical show by the 
Orchestra's appropriate expression, to us it appears as pe 
Zeseztt11te1t Ze zeCL15EMeEN of what the actor has just told 
us as a mere 1 oj toxpp Such a melody，once 
imparted to us by the actor as the outpour of an emotion， 
and now expressively delivered by the orchestra at an 
instant when the Person represented merely nurses that 
emotion in his memoary, 一 Such a melody materialises forus 
this personages hought， Nay，even where the present 
speaker appears no longer conscious of that emotion, its 
characteristic Sounding by the orchestra is able to stir 
within us an emotion which 一 in its flling-out of a con- 
juncture, its clearing-up of a situation, through suggesting 
motives that are well enough contained therein but cannot 
come to vivid light within its representable moments 一 for 
us becomes a 太 oxgNp yet in itself is woxe than Thought， 
for it is the thought s 尽 MiolzotCL-coNp1eNpt 070UEAN8 10 j1C5E11C2， 
Here, when employed for the highest realisement of the 
poetic-aim，the musician's power is rendered boundless, 
through the Orchestra. 一 Without the stipulations of such an 
aim,the absolute musician has heretofore imagined that he 
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had really to do with thoughts and combinations of 
thoughts，。 Yet when musical themes were point-blank 
christened “thoughts” this was either a thoughtless 
misnomer or the token of an illusion on the part of the 
musician ;) he gave the name of “thought” to 3a theme 
in whose conception he had certainly thought something 
himsel8 but which no one understood，except at utmost 
those he told in sober words what he had thought, thereby 
inviting them to think this something into the theme for 
themselves as well Music cannot think : but she can 
materialise thoughts, ie. she can give forth their emotional- 
contents as no longer merely recollected, but made present 
This she can only do, however when her own manifestment 
is conditioned by a Poetic Aim, and when this latten againm 
reveals itself as no mere thing of thought but a thing 
expounded in the first place by the organ of the Under- 
standing, namely Word-speech。 A mnusical motive (2[otzz) 
can produce a defhinite impression on the Feeling, inciting 
it to a function akin to Thought only when the emotion 
uttered in that motive has been definitely conditioned by 
，a definite objecb and proclaimed by a defhinite individual 
before our very eyes， The omission of these condition- 
ments sets a musical motive before the Feeling in a most 
”indehinite light; and an indehnite thing may return in the 
same garment as often as one Pleases, yet it will remain 2 
mere _ recurrence of the Indefhtnite and we shall neither be 
-in a position to justify it by any felt necessity of its apPear- 
ance, nom therefore, to associate it with anything else. 一 But 
a musical motive into which the thought-hlled Wordverse 
of a dramatic performer has poured itself{ 一 so to say, before 
Our eyes 一 is a thing conditioned by Necessity: with its 
return a de1jjtt1e emotion is discernibly conveyed to us 
and conveyed to xi through the physical agency of the 

Orchestra, albeit now unspoken by the performer ; for the 
latter MNoz feels driven to give voice to a fresh emotiom 
derived in turn from that earlier one. Wherefore the con- 
current sounding of such a motive unites for us the. 
conditioning，the non-present emotion with the emotion 
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conditioned thereby and coming at this instant into voice ; 
and inasmuch as we thus make our Feeling a living witness 
to the organic growth of one defhnite emotion from out 
another we give to it the faculty of thinking : nay, We here 
give it a faculty of higher rank than Thinking, to wit，the 
instinctive pozozwleap&e of a thought made real in motion. 


before we proceed to a discussion of the results which 
follow from the Orchestra's above-Suggested faculty of 


speech, for the shaping of the Drama，we mnust determine 


another of its salient capabilities, so as to take that facultys 
full compass. 一 The capability to which we here refer， 
comes to the Orchestra from a union of those aptitudes, 
which have accrued to it from its alliance with Gesture, on 


the one hand, and its remembrance of the Verse-melody on 


the other， Just as Gesture, originating in the most physical 
of Dance's postures，has evolved to the most intellectual 


.Lazzttp， just as Verse-melody, from a mere thinking of an 


emotion, has advanced to the most present enouncement 
of an emotion : so the speaking-facujlty of the Orchestra 一 
which has won from both its shaping force, and fed and 
fourished on their utmost ripening 一 So does it grow from 
out this double source to a highest special capability， 
wherein we .see the two divided arms of the orchestral 
rivem now richly tinged by tributary brooks and streams， 
as though unite again into one common fow。 ITIo wit : 
where gesture lapses into rest, and the melodic discourse 
of the actor hushes, 一 thus where the drama prepares its 
future course in inner moods as yet unuttered, 一 there may 
these still unspoken moods be spoken by the Orchestra in 
such a way, that their utterance Shall bear the character of 
a 1oxebpodz7pe necessitated by the poet's Aim， 

A Foreboding is the herald of an emotion as yet un- 
spoken-out, 一 because as yet unspeakable，in .the sense of 
our customary word-speech. Unspeakable, is any emotion 

which is not as yet defhned ; and it is undehned, so long as 
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. 北 has not been yet determined through a fitting 0O01CCt 
The first thrill of this emotion，the Foreboding，is thus 
its instinctive longing for dehinement through an Object ; 
through an object which it predetermines, in its turn, by 
the force of its own need ; moreovem an object which must 
answer to it, and for which it therefore waits.，In its mani- 
festment as.a foreboding, I might compare the emotional- 
fund to a well-tuned harp,，whose strings are sounding to 
the touch of passing winds, and wait the player who shall - 
grasp them into shapely chords. 
Such a presentiment as this, has the poet to wake within 
us 1 01d21 167DU2N 205 [ON2TN2 10 MGRB2 NS NECCSSCIN SUNE1S 
21p tjpe cyeilzo1t or pi 011zo0oz1p， By calling forth this longing， 
he provides himself with the conditioning force, in our 
aroused receptiveness, which alone can make it possible for 
him to shape the creatures of his fancy in accordance with 
.his settled Aim. In the evocation of moods such as 
the poet needs must wake in us, if he is to procure Our 


”indispensable assistance, absolute .Instrumental-speech has 


already, proved itself all-powerful ; since precisely the 
arousing of indefinite, of presaging emotions, has been its 
most characteristic _ effect ; but this aptitude could only 
become a weakness， where 总 it wanted to give a defnite 
shape, withal, to the emotions it had roused， Now, if we 
apply to the “moments ' of the Drama this extraordinary, 

this unique enabling aptitude of Instrumental-speech; 让， 
”we entrust it to the Poet to be set in motion for the further- 


ance of a deftnite aim : then we must come to terms as to 


Z0pe1ce this language has to take the sensuous moments-of 
eXpression in which it is to clothe itself， to accord with the 
Poetic Aim. 

We have already seen that our Absolute Instrumental- 
music was obliged to borrow the sensuous “moments for 
its expression，either fom a Dance-rhythm familiar to our 
ear of yore and from the thence-sprung Tune 一 or from the 
melos of the Folk-song, to which our ear had been equally 
brought up The absolute Instrumental-composer en- 
deavoured to raise the everlasting indefhiniteness of these 
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“moments "into a definite 卫 xpression，by ftting them 
together according to their kinship or contrast ; by increas- 
ing or diminishing the strength, and hastening or slacken- 
ing the speed, of their delivery ; and fnally by an idiomatic 
characterisation，which he sought among the manifold 
individualities of the tone-instruments themselves，。， In 
virtue of all this, he presented an image to the Phantasy ; 
and eventually he could but feel compelled to explain the 
object of his description, by giving it an exactb an extra- 
musical label,， So-called “Tone-painting ”has been the 
manifest last stage (4LzxxpgaxpD of our absolute Instrumental- 
musics evolution ; in it this art has sensibly chilled down 
its own expression, no longer addressing itself to the Feel- 
ing, but to the Phantasy : an experience which anyone may 
make for himself by hearing a Mendelssohnian, or still more 
(&ar) a Berliozian orchestral composition, on top of a tone- 
piece by Beethoven. Nevertheless it is not to be denied， 
that this _ evolutionary course was a“necessary one and 
the dehnite veering-off into tone-painting was prompted 
by more upright motives than, for instance, the return to 
_fthe fugal style of Bach， Above all mnust lit not be for- 
gotten, that the Sensuous power (CQS 521l1NLUCNZe 大 ezMt0521N) 
of Instrumental-speech has been uncommonly enriched 
and hcightened through this same ITone-painting. 

We have now to recognise that not only can this power 
be heightened beyond all measure, but its expression be 
at the same time rid of its chilljingness, if the tone-Painter 
may but address himself again to Feeling， in place of 
Phantasy， This _ opportunity is offered him，when the 
subject of his mere describings to Thought is revealed in . 
actual presence， to the Senses ij and indeed，as no mere 
help towards an understanding of his tone-picture，bnut 
as conditioned by a highest Poetic Aim, for whose realise- 
ment the tone-picture is itself to be the helper。 The sub- 
.ject of the tone-picture could be nothing but a moment 
from the life of Nature，or of Man himself， But it is 
precisely such moments from natural or human life，to 
whose delineation the Musician has hitherto felt drawn， 
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that the Poet now needs in preparation for weighty 
dramatic crises (Emooickepimpzzt)，and it has been to the 
utmost detriment of his intended artwork, that the whilom 
"Absolute Playwright mnust .abjure these moments in ad- 
”Vance 一 because, the more completely were they to impress 
the eye yet without the supplementary aid of an emotion- 
guiding music their stage-effect was bound to be held 
”unjustihed, disturbing and detractive, not furthersome and 
helping. 

Those indefhnite presentiments，which the poet mnust 
necesSsarily arouse in us， will always have to be allied with 
Some Sort of Show (ExkcZetzjtzJlp) that presents itself to the 
.eye， This will be a moment ”of the Natural Surround- 
ing, or in fact, of the Human centrepiece of that Surround- 
ing : in any case，a moment ” whose motion is not as yet 
determined by any dejzttztept revealed emotion ; forthe latter 
can only be expressed by Word-speech，in its aforesaid 
alliance with gesture and music, 一 by that very Word-speech 
whose defhinite announcement we have here to pave the 
way for through its evocation by our longing，No language 
is capable of so Movz7Npgly (bewegungsvoll) expressing a pre- 


”paratory Repose, as.that of the Orchestra : to develop this 


repose into an impatient longing, is its most peculiar o 印 ce. 
What is offered our eye by a scene of Nature or a still and 
silent human fgure，and through that eye attunes our 
feelings into placid contemplation, this same thing Music 
can present to our emotions in such a way that, starting 
from the “moment ”of Repose, she moves them to a state 
.of strained xpectancy* and thus awakes the longing 
Which the poet needs on our part to assist him in the 
revelation of his aim,， Nay, for this stirring of our Eeeling 
ftowards a dehnite objecb the poet needs to prepare our 
eye for the determinant (pcslzMiMteNde) Show itselt 一 to witb 
he must not even present us with the scene from Nature， 
nor With his human characters, untiL our roused expectancy 

* Wagner's dramas present SO many examples of this，that .II need only 


.instance Tannhaiuser's posture in the change from the hrst to the second“set。 
of 7axz7t]0zp5e7，Act . 一 工 R， 
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demands their presence and sanctions their behaviour as 
_fulhlling the necessities prefgured by it. 一 
ln the exercise of this uttermost faculty, musical 了 x- 
pression will remain quite vague and non-determinant， 
till it takes into it the poetic Aim above-denoted。 For 
the physical “moments” of the preparatory .tone-piece， 
howevem this Aim is able so to draw upon the dehnite 
phenomenon .about to be realised，that they shall answer 
just as closely to that phenomenon as its eventual appear- 
ance answers to _ the expectations woken in us by the 
pbremonitory music， IThus heralded, the actual phenomenon 
steps before us as.a fulfhlled longing, a justined foreboding ; 
and, bearing in mind that the poet must lead his drama's 
shows before the Feeling as towering over those of wonted 
life- 一 in fact，as Wondrous ,一 we now have to admit that 
these shows would not display themselves as Such, or would 
appear outrageous and unintelligible, iftheir eventual naked 
revelation could not be so conditioned by our prepatatory 
feeling of their necessity, as to make us downright demand 
_ them in fulhlment of an expectation。 But only'to an 
Orchestral-language thus inspired by the Poet,， is it pos- 
Sible to rouse in us thls necessary expectancy ; wherefore 
without the Orchestra' s artistic aid the Drama of Wonders 
(das zt1NdLejVOLLe Da1MNC) can neither be Planned nor carried 
OUt. 


VL. 
ORGIE nowhbave gathered all the connecting tiesfor 
1 our drama's single* 了 xpression, and have 
only still to come to terms as to pozp they 
are to be knit with one another in order to 
anSwer as a Single Koxrm to the single Sub- 
stance; for only through the possibility of this oneness 
”of Form, can the Substance also shape itself as oxe .一 


The life-giving 人 focus of dramatic 了 xpression is the 
Ze1SE-MtElOdy of the performer : toward it leads-on the 
absolute orchestral-melody, as a _1oxebodzNg ， from it is led 
the _ instrumental-motive s “thought， as 3a 7eMNieEMMZONCIAtCE。 
The FEoreboding is the ray of light which, falling on an 
objectb brings ouft to vivid truth of show the tint peculiar 
to _ that object，and conditioned by its substance ; the 
Remembrance is the garnered tint itsel2 which the painter 
borrows from the objectb to bestow it on others akin thereto. 
What greets the eye，is the ever “present ”show and 
motion of the imparter of the verse-melody，the dramatic 
gesture of the performer ; to the ear this is elucidated by the 
orchestra, which plays its original， its most necessary part 
as the harmonic carrier of the verse-melody. 一 In the total 
expression of the performers every message, to the ear 
alike as to the eye, the oxcjpestyza thus takes an unbroken 
share, Supporting and elucidating on every hand: it is the 
mmoving matrix of the music from whence there thrives the 
uniting bond of all 卫 xpression. 一 Ze CHpoxzxs 0 CxeeAp 

-6EEinig, 一 this derivative of “ein ”(one) was rendered by the ZLbfuitia/ 
J1orid translator (1855-0) as“onefal” and TIhave felt half tempted to improve 
upon that eccentric coinage by inventing another word， “onefold "一 analogous 
to our twofold ”or the German “einfaltig”; but perhaps“single”will be 
Su 人 钥 ciently explicit, if the reader will only bear in mind the text :“ If there- 


fore thine eye be single, thy whole body shall be full of light 一 TR。 
335 
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Tyagedy hasbequeathed to us its emotional (ez120p09xpotaoem- 
dz) signifcance for the drama 22 Upe Mode11Nz Ozcpestytz 
<LONe, and therein, free from any hampering，has evolved 
-to an immeasurable wealth of utterance ;its physical (vecLe)， 
its individual human semblance however has been jlifted 
_from the opxyjorpa and placed upon the stage 一 there to 
unfold the germ of human Individuality, indwelling in the 
Greek Chorus, to the topmost hower of self-dependence as 
the immediate doer or sufferer in the drama itself 

Let us how consider how the poet，from amid that 
Orchestra in which he has become entirely a musician， 
turns back to face the Aim which led him thither ; and， 
indeed，to _ completely realise it through the boundless 
amplitude of means of 了 上 xpression，wWhich now he has 
acquired. 


The Poetic Aim was to be realised，in the first place， 
in the Verse-melody ; in the Harmonic Orchestra we have 
learnt to recognise the carrier and elucidator of xxe Melody. 
It now remains for us to ascertain how that Verse-melody 
comports itself towards the drama, and what furtherance 
the Orchestra can bring to this relation. 

We have already gained from the Orchestra the capa- 
bility of awaking forebodings and remembrances， The 
Foreboding we have taken as the herald of the matter that 
fnally proclaims itself in the gesture and verse-melody, 一 
fthe Remembrance, on the other hand, as a derivative from 
that matter.， We now must settle What it is, that has to 
fll the general body of the drama, and fill it in such a way 


as to make these forebodings and remembrances a real 


dramatic necessity，an accessory to its thorough under- 
standing、. 

The moments in which the orchestra might speak out 
thus independently must in any case be such as do not yet 
permit the full ascension of the spoken thought into the 
musical emotion，on the part of the dramatis personz， 
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Just as we have watched the growth of the musical melody 
from out the speaking-verse，and have recognised that 
growth as conditioned by the very nature of this verse ; 
just as we have had to conceive the vindication of the 
melody 一 i.e. the understanding given it by the conditioning 
WwWord-verse 一 not merely as 3a Something to be thought or 
worked out by the artist (2USUeztscp US22U12pze1tdeS]，but 
as Something necessarily to be brought organically to pass 
_ before our very Feeling, an act of birth to be carried on 
(Foxszi12izpzextdes) in its presence : so have weto picture the 
dramatic Situation as growing from conditionments which 
mount，before our eyes, to a height whereon the Verse- 
Melody appears the only ft, the necessary expression of a 
dehnitely proclaimed emotion， 

A ready-made melody 一 So we have Seen 一 remained 
unintelligible to _ us, because open to arbitrary interpretings ; 
a ready-made Situation must remain just as unintelligible， 
even as Nature herself remained unintelligible to us so long 
as we looked on her as something Mecade 一 whereas she is 
intelligible enough, now that we know her as the Be-ing, i.e. 
the forever Becom-ing : a Being (ezzz .eztezdes) whose Becom- 


ing is ever present to us，alike in farthest as in nighest 


spheres， By leading forth his Artwork in continuous 


”和 organic growth, and making our selves organic helpers in 
-that growth, the poet frees his creation from all traces of 


his handiwork ; whereas，should he leave those traces 
unexpunged，he would set us in that chill of feelingless 


amazement which takes us when we look upon a master- . 


piece of mechanism. 一 Plastic art can display alone the 
Finished, i.e. the Motionless ; wherefore it can never make 
of the beholder a confdent witness to the becoming of a 
thing， In his farthest strayings，the Absolute Musician 
_fell into the error of copying plastic art in this, and giving 
the Finished in place of the Becoming. The Drama, alone， 
is the artwork that so addresses itself in Space and Timeto 
our eye and eam that we take an active share in its becom- 
ing, and therefore can grasp the Zecoxmze as a necessity, as a 


fthing which our Feeling clearly understands. 


Y 


< 
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From the very first，the poet has to make use of this 
expectancy for the enunciation of his Aim, and that，by 
guiding this indeterminate feeling in the direction of that 
Aim. No language is more competent for this, as we have 
_ Seen，than the indeftnitely determining language (die xN-. 
bestdi712N2 peS1111lNENdC) of pure Music，of the Orchestra 
The Orchestra gives voice to the very expectancy that 
possesses us before the appearing of the artwork ; accord- 
_ing to the particular bent demanded by the poetic-aim it 
guides our general feeling of suspense, and works it into a 
Eoreboding，which necessarily calls for a deftnite pheno- 
menon to finally fulfl it* When the poet leads the object 
of this expectancy upon the scene, as a dramatic personage， 
it is obvious that he would only affront and disillusion the 
awakened Feeling, were he to allow that person to express 
himself in a tongue recalling suddenjly the most habitual 
utterance of the life from whence we have just been trans- 
ported.+ ITIhis personage, too must pronounce himself in 
that tongue which has already aroused our emotion, if he . 
is to correspond at all with what this emotion has been led 
to expect， In this Topne-speech must the dramatic person 
speak, if we are to understand him with our kindled Eeel- 
ing : but, he must also speak in such a way as to delez71tt7e 
the emotions roused in us; and our vaguely roused emotions 
can only be determined by their being given a fxed point 
round which they may gather as human Fellow-feeling， 

* In this place II need but cursorily mention, that I do not allude to the 
modern Operatic Overture。 了 very man of common sense must know that 
these tone-pieces 一 provided there was aught to understand in them at al 一 
should have been performed <1jiey the drama, instead of be1pre it, if they were 
meant to be understood。 Vanity has betrayed the musician 一 even in the most . 
亿 vourable cases 一 into wanting to fulfl the Forebodinog in the very Overture 
itself and that，with an absolute-musical certainty atout the whole plot of the 
drama. 一 了 .WAGNER, 一 That our author was perfectly aware that he was con- 
demning his own 7zxzzzp6CUIC7-overture (in its earlier form) as an Overture, is 
proved by a letter to Uhlig dated March 2o, 1852。 On the other hand, his 
Apetzzpold Introduction (then unwritten) is the completest fulhlment of the 
above Suggestions. 一 工 &。 

+ Thbe everlasting tradition of entr acte-music in our plays is an eloquent 
witness to the lack of any art-ideas on the part of our playwrights and stage- 
managers. 一 了 ，WAGNER。 
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and whereat they may condense themselves to a specific 
sympathy for this one man，involved in this particular 
plight，infuenced by this surrounding，ensouled by this 
will，and engaged in this_ project These necessary con- 
ditions for displaying an individuality to the Feeling, can 
be convincingly set forth in.nothing but Word-speech, 一 in 
that language which is instinctively intelligible to ordinary 
-life and wherein we mutually impart a plight or Will such 
”as mnust be resembled by those laid bare by the dramatic 
”Person, if these latter are to be xidexzstood by us at all. 
As our kindled mood, howevemn has already claimed that 
this word-speech shall not be one at total variance with 
that tone-speech which has so lately moved us， but one 
alreadys welded with it 一 as it were the interpreter，but 
alike the partnem of the roused emotion 一 so by this very 
fact the Content (7zpalL1) to be set forth by the dramatis 


persona is prescribed as one as much uplifted above the 


matters of our daily life, as the 也 xpression itself is raised 
above the language of that life， And the poet has only 
to hold by the characteristics of this 下 xpression, 一 he has 
only to take care to fill it with a Content such as shall 
justify it 一 to _ become fully conscious of the heightened 


standpoint which the sheer Means of 了 上 xpression has pro- 


vided for the reaching of his Aim. 
This standpoint is already so lofty a one, that the poet 
521N 一 because he positively zs 一 allow the Unwonted and 


Wondrous，as needed for the realisement of his aim, to 


take their development immediately from here，The Won- 
drous of his dramatic individualities and situations he will 
develop in exact degree as its ft xpression stands at his 


behest, 一 namely, as the language of the impersonaton after 
accurately laying down the basis of the Situation as one 


borrowed from Man's Life and intelligible thereto, can 1ift 
itself from the already tonal Word-speech into actual Tone- 
speech ; from which there blooms at last the Melody, in 
anSswer to the sure and settled Feeling, in utterance of the 


““ 了 Bereits” here used as “schon, 一 efrom the first articulate word 
and onward 一 下 &。 


只 
一 -= 
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Now， the Poet who wishes to make of us the active 
witnesses and sole enablers of his artworks Becoming 
(Jerdews)，has to guard himself from taking even the 
smallest step that might break the bond of this organic 
growth (Jexaexs) and thus affront our captivated Feeling 
by an arbitrary demand : his most important ally would be 
made disloyal to him at once，。 Organic growth, however， 
means a_ growing from below upwards，an advance from 
lower to higher forms of organism，a binding of needy 
moments into one Satisfying moment+ Wherefore, just as 
the Poetic Aim was to gather up the moments of the Action 
and their motives，collecting them from such as were 
actually to hand in daily life，albeit infhnitely scattered 
there，and ramifhed past any survey; just as it was to 
compress these moments and motives，for Sake of their 
intelligible display, and to strengthen them in such cohesion: 
so_ for their xye&lzseMeMNl the poet has to go to work in 
exactliy the same way as with their composition zz 6 
zjpoxepNi ， for his Aim can only be realised through its 
making our Feeling a partner in its thinking work of 
composition (CN zpzex ECedacpte1z DZtCcNLU1NBN. 

The thing the Eeeling grasps the surest, is our ordinary 
view of daily life, in which we deal from need or inclination 
precisely as we have been accustomed to， If then，the 
poet has gathered his motives from this life and its wonted 
viewings, he must also bring us the shapings of his fancy， 
in the first place, with an exterior (4zxussexzxxp) which shall 
not be so foreign to this life as to be completely unintel- 
ligible to men involved therein， He has therefore to shew 
his characters at frst in predicaments (人 ebpeNpylapejz) having 
a recognisabhle likeness with such as we have found, or at 
least might have found, ourselves in ; only from such a 
foundation, can he mount step by step to Situations whose 
force and wondrousness remove us from the life of every- 


* “Die Verbindung bedtrftiger Momente zu einem befriedigenden 
Momente.” For this sentence we must recall the Feuerbachian formula of 
Vol. I, page 8o (4Lzl-z0o74 0o1 Upe Ziltiye) where“need and satisfaction ”are 
dealt with. 一 工 R. 
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day and shew us Man in the highest fulness of his power. 
Just as through the removal of everything which might 
savour of the Accidentale in the encounter of strongly 
pronounced individualities， these situations grow to a height 
on which they appear lifted above the wonted human 
Immeasure, 一 SO has the 忆 xzpxesjz0opt of the doers and the 
done-by to necessarily lif itself by well-found stages, from 


one that is still in touch with customary life, to one raised 


high above it : in fact, to such an one as we have already 
indicated in the Musical Verse-melody. 


But we now must fx our lowest point for both the 
.Situation and the 卫 xpression, the point from which we are 
to start on that upward journey.， If we look a little closer， 
we shall see that this point is precisely the same as that on 
Which we must place ourselves in order to impart and thus 
to realise, the Poetic Aim at all ; and that lies where this 
Aim parts company with the daily life from which 让 t 
sprang，to hold up to it its poetical image. Upon this 

point the poet sets himself aface to those involved in daily 
life, with an announcement of his aim,+ and calls aloud for 
their_ attention. He cannot be rightiy heard_ until this 
attention is ztzlzzlpgl yielded him, 一 until our feelings, 
distracted by the afiairs of daily life, just as much collect 
themselves to a feeling of intent expectancy as the poet， 
in his Aim，has already collected from that same life 
the moments and motives of his Dramatic Action。 The 
willing expectation，or expectant Will of the hearer is thus 


.the first enabler for the artwork ; and it determines the 


manner of 卫 xpression which the poet must bring to meet 


it, 一 not Imerely so as to be understood, but to be under- 


和 stood in the measure demanded by the hearers strained 
expectance of something out of the common。 


*4 Zufallig， 一 reference should here be madqde to pp. 219-22 axilec, and their 
4 Hazard ”(Zufall) &c。 To myself it seems probable that this portion of 
the text was drafted contemporaneously with that earlier cbapter. 一 TR.。 

+“Mit dem ljauten Bekenntnisse seiner Absicht， 一 it is evident，from the 
”Context，that our author means us to understand :“ with the announcement thbat 
he has a living story to tell us.” This volume contains many similar instances 
-一 some of which I have already noted 一 of a quasi-poetical ellipsis." 一 下 R。 
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purely human kernel of the sure and scttlcd ai 
and Situation.* 一 


A Situation arising from this basis, and waxing to such 
a climax, forms in itself a plainly differentiated member of 
the drama.。 While this Drama，both in content and in 
form，consists of a_ chain of such organic members，con- 
ditioning，supplementing and supporting one another : 
_exactly as the organic members of the human body,- 
which then alone is a _ complete and living body, when it 
consists of all the members whose mutual conditionings and 
supplementings make up its whole; when none are lack- 
ing to it; but, also，when none are too many. 

But the Drama is an ever new, an ever newly-shaping 
body ; and it has only Wizs in common with its human 
Prototype 一 that it is living, and draws its life from inner 
life-needs。 This Life-need of the drama，howevern is a 
diverse one ; for it does not shape itself from an always 
like-remaining Stu 角 but takes this Stuff from the endless 
Varieties of a measurelessly complex life, of divers men in 
divers circumstances; while the 1atter，again，have only 
one thing in common, 一 namely，that they just are Men 
and pzMiajt circumstances. The never equal individuality 
of men and circumstances obtains through mutual re- 
agence an ever novel Physiognomy， which brings to the 
poetic-aim a constantly fresh series of Necdssities， for it to 
realise，。 From out these Necessities the drama has ever to 
shape itself afresh and other-wise, in answer to those chang- 
ing individualities ; and nothing，therefore，has borne 
Stronger Witness to the incapacity of past and present art- 
periods, for shaping the genuine Drama, than when Poet 
and Musician have sought in advance for Forms, and set 


“Als deren Bltithe die Melodie erscheint wie sie von dem bestimmten， 
Yersicherten Gefuhle als Kundgebung des rein menschlichen 卫 mphndungs。 
inhaltes der bestimmten und versicherten Individualitat und Situation gefordert 
wir 
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up Forms which were to make the Drama possible to them. 
so soon as they should pour into these Forms any Stu 作 they 
chose to dramatise。 No Form was more balking and unfit 
for achievement of the genuine Drama, however than the 
Opera-form with its once-for-all division into vocal num- 
bers, quite heedless of the dramatic matter : however much 
our opera-composers might toil and moil to stretch them 
out and multiply them, the unyielding, disconnected botch- 
work could only fall to rags and tatters in the long run 一 
as We have seen in its own Place 

A 人 Against this, let us take a hasty glance at the 5 of 
our Supposed drama，so as to assure ourselves that 一 for 
all its _ necessary and fundamental，its ever newly-shaping 
change 一 it is a Form_ essentially,nay, uniquely oze，But let 
us also consider zw&at it is, that makes this unity possible. 

LNtzty oj cxtzslzc Fozt is only thinkable as the emanation 
(Kazwzideebxipg) of a united Content : a united Contentb how- 
ever，wWe can only recognise by its being couched in an 
artistic Exzbpresszoz sa through which it can announce itself 
2Ntit1elpy to the Feeling， A Content which should prescribe 
3a twofold 下 xpression, i.e. an expression which obliged the 
messenger to address himself alternately to the Under- 
standing and the Feeling, 一 such a _ content could only be 
itself a dual, a discordant (xzezjpt2ex) one. 一 下 very artistic 
aim makes primarily for a united Shape, for only in degree 
as an announcement approaches such a shape，does 站 


become at all an artistic one: but it necessarily begins to 


cleave in two, from thbhe instant when it can no longer be 
entirely imparted through the 卫 xpression placed at its 
disposal， Since it is the instinctive Will of every artistic 
Aim, to impart itself to_ Feeling, it follows that the cljoven 
正 xpression is incompetent to entirely rouse the Feeling : 
but an 卫 xpression must entirely rouse the Feeling， if 让 
would entirely impart thereto its Content， This_ entire 
arousing of the Feeling was impossible to the sheer Word- 
poet，through ix expressional organ ; therefore what he 


4 4 Ausdruck, 一 汪 means of expression ”would be a clearer rendcring，b 
too long-winded for such frequent use. 一 工 R， 
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could not impart through that to Feeling, he was obliged 
to announce to Understanding，so as to compass the full 
utterance of the content of his Aim : he mnust hand over 
to Understanding，to be thought out what he could not 
give to be perceived by Feeling ; and, when it came to the 
decisive point he could only speak out his“tendence as a 
mere “sentence' si.e. as a naked， unrealised aim ; whereby 
he was compelled to degrade the Content of his 1 aim， itse]f 
to a non-artistic one， 

Now, if the work of the sheer Word-poet appears 3aS 2 
non-realised poetic Aim, on the other hand the work of the 
Absolute Musician is only to be described as altogether 
bare of such an Aim ; for the Feeling may well have been 
entirely roused by the purely-musical expression，but 让 
coujd not be dzxecte 愉 By reason of his inadequate means 
of 了 xpression, the poet was obliged to split the Content 
into an emotional and an intellectual one，and thus to 
leave the kindied Feeling in a state of restless discontent， 
一 htly matched by the unallayable brooding on this 
restlessness of the Feeling，into which he plunged the 
Understanding. The mnusician no less constrained the 
Understanding to seek for some lurking Content in this 
卫 xpression of his which so completely stirred the Feeling， 
yet brought it no appeasement of its utmost stir.， The 
poet gave this Content as a“sentence : the musician 一 
in order to make some Show of an Aim，in truth not 
extant 一 as 3a title to his composition。 Both, in the long 
”run, had to turn away from Feeling, to the Understanding ; 
the poet 一 SO as to fx a feeling, incompletely roused : the 
musician 一 to exculpate himself in the eyes of a feeling 
roused in valin， 


If then，we wish to accurately denote that Means of 
了 上 xpression which, in virtue of its own unity，shall make 
bossible a Unity of Content let us dehine it as one which 
can the most fittingly convey to Feeling a widest-reaching 
Aim of the poetic Understanding. Such an 了 xpression 


4 Seine Tendenz nur als Sentenz, "一 TR， 
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一 must compfotzjz lpe boetls 432M 2 Cacp oj 205 32pCzCN2 NOWCN1 
CLOetl 14 20Cp oO 1pe12 coONCCULUP 18601 08MN2 JoMNp 16e Feel11e 
一 0 2080 07] 72LL51Ug 弘一 Even to Word-Tone-speech this 
entire cloaking of the poetic Aim would be impossible, 
were it not that a second，a concurrent organ of Tone- 
speech could be allied therewith ; so that wherever Word- 
Tone-speech 一 as the directest harbourer of the poet's Aim， 
and for sake of keeping it in touch with the moods of 
ordinary life 一 is obliged to so thin down its own 了 xpression， 
that it can only clothe that Aim with an almost diaphanous 
veil of Tone, there this second organ is able to maintain an 

，even balance of the one 了 motional-expression. 

The Orchestra，as we have seen，is this compensatory 
organ for preserving the Unity of 下 上 xpression. Whereven 
for a plainer defhinement of the dramatic Situation，the 
Word-Tone language of the dramatis personz abates itself . 
in Such a way as to expose its closest kinship with the 
language of daily life, 一 with the organ of the Understanding， 
一 there the Orchestra makes good this sunk expression， 
through its power of musically conveying a FEoreboding 
or Remembrance ; so that the awakened Feeling remains 
in its uplifted mood, and never has to follow on that down- 
ward path by transforming itself into a purely intellectual 
function.。 This constant height of Feeling 一 never to be 
diminished, but only still further augmented 一 is governed 
by the constant height of the 下 上 xpression, and the latter by 
the constancy, ie. the unity, of the Content. 

Let us not forgeb howevem that the Orchestra's equalising 
moments-of-expression are never to be determined b 办 e 
Cab1AUCe C1 pe MU5tCtV01N1 as a random tricking-out of sound， 
but ozpip by Me jpoe 上 kx 4711t。 Should these moments utter 
anything not connected with the Situation of the dramatis 
personz，anything superfuous thereto, then the Unity of 
玉 xpression is itself disturbed by this departure from the 


“4 Thbis apparently paradoxical sentence (in fact，thbis whole short Para- 
graph) is by no means easy to render into English ; yet the editor of the 4fwsscaZ 
jporl，of March 1I，1I856，might have spared his gibes，had he chosen to 
remember the old Latin maxim :4 ars est cclaxe artem。 一 TIR。 
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Content A mere absolute-musical embellishment of droop- 
ing or inchoate situations 一 a favourite Operatic device for 
the self-glorification of Music in so-called “ritornelles "and 
interludes，and even in the song-accompaniments, 一 such 
a trick upheaves at once the Unity of 了 xpression，and 
casts the interest of the ear on Music no longer as an 
expression, but, in a manner, as herself thething expressed. 
No : those“moments' too, must be governed by nothing 
but the poetic-aim, and in such a way that, as either a Fore- 
boding or a Remembrance，they shall always direct our 
Eeeling solelytothe dramatic personage and whatever hangs- 
”ftogether therewith，or outgoes therefrom. We ought 
never to hear these prophetic or reminiscent melodic- 
moments， except when we can feel that they are comple- 
mentary to the utterance of the character upon the stage， 
who either will not or cannot just now expose to us his full 
emotion. 


These Melodic Moments, in themselves adapted to main- 
tain our Feeling at an even height,， will be made by the or- 
chestra into a kind of guides-to-Feeling (Ce1pLszuk&gzuEt5E1N) 
through the whole labyrinthine (zzeeezozztdexazezt) building 
of the drama，At their hand we become the constant fellow- 
knowers of the profoundest secret of the poets Aim, the 
immediate partners in its realisement， Between them, as 
Foreboding and Remembrance，there stands the Verse- 
melody as the borne and bearing individuality, conditioned 
by an emotional-surrounding consisting of moments of 
utterance drawn alike from its own promptings and from 
_ those of others, already experienced or yet to be experi- 
enced， These referential moments，for rounding-off the 
emotional-expression，withdraw into the background so 
soon as ever the individual comes to oneness with himself， 
and thus advances to the 名 llest expression of the Verse- 
melody : Zem the orchestra will merely support this melody 
_in its elucidatory function * ; but when the full colours of 


“Nach seinem verdeutlichenden Verm5gen,” 一 ie，as what our author 
has called the“ harmzoxstc vindicator of the melody ”; see pages 303，300, 310， 
313,， 315 and 3I8. 一 TR， 
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the Verse-meclody fade down again to a merely tonal Word- 
speech, then the Orchestra resumes its function of making 
good the joint emotional-expression through prophetic 
reminiscences, and of basing necessary transitions of feel- 
ing, as it were upon our own, our ever vigilant sympathy. 


These Melodic Moments 一 in which we remember a 
Foreboding，whilst they turn our Remembrance into a 
prophecy 一 will necessarily have blossomed only from ze 
ZWCEUp1liesl MOtliVEs of the drama, and the weightiest 7 Mez 
in turn，will correspond in number to those motives which 
the poet has taken as the concentrated, the. strengthened 
root-motives of a strengthened and concentrated Action, 
and has planted as the pzaxs of his dramatic edifice; 
which pillars he employs, on principle，in no bewildering 
plurality, but plasticly disposes in a number small enough 
to allow of easy survey. In these root-motives, which are 
no mere“sentences but plastic moments-of-Feeling，the 
poet's Aim comes out the clearest, as realised through its 
adoption into Feeling ; wherefore the musician，as the 
realiser of the poet's aim, has to take these Inotives, already 
condensed to melodic moments, and order them so deftiy 
CN0 1 Jpesl accoztdaace 203818 1e boetic az11t，that their 
necessary play of repetition will furnish him quite of itself 
with the highest unity of musical Form, 一 a Form which the 

_musician has hitherto put together at his own caprice， but 


-through the poet's aim can for the first time shape itseif 


into a_ necessary, a truly unitarian，ie。 an zw7NdexslaxztCdCpL 
one. 

In Opera，hitherto，the musician has not So much as 
attempted to devise a unitarian Form for the whole art- 
.Work : each several vocal piece was a form flled-out for 
itseljf and merely hung-together with the other tone-pieces 
of the opera through a similarity of outward structure- 一 
by no means through any true conditionment by an inner 
Lontent， The Disconnected was so peculiarly the character 
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of operatic music Only the separate tone-piece had a 


Form coherent in itself ; and this was derived from absolute- 


mnusical good pleasure, maintained by custom, and imposed 
upon the poet as an iron yoke。 The connecting principle, 
within these forms, consisted in a ready-madetheme making 
Place for a second，a middle-theme，and repeating itself 
according to the dictates of musical caprice， In the larger 


Work of absolute Instrumental-music 一 the Symphony 一 


alternation, repetition， augmentation and diminution ofthe 
themes made out the movement of its separate Section， 
which strove to vindicate itself before the Feeling by 


establishing the utmost possible Unity of Form, through 宝 


the co-ordination (QUsyaztMte1N[aMpD] and recurrence of its 
themes， The vindication of their recurrence, however, rested 
on a merely imagined, but never realised assumption ; and 

nothing but the Poetic Aim can really bring about this 
vindication, because it downright demands the latter as a 
mnecessary condition for its being understood. 

In their suggestive, their ever warranted return，analo- 
.gous to that of the Stabreim, these Chief-motives of the 
Dramatic Action 一 having become distinguishable Melodic 
Moments which fully materialise their Content 一 now 
mould themselves into a _ continuous artistic Form,， which 
stretches not merely over narrower fragments of the drama， 
but over the whole drama's selft* And in this binding 
alliance not only do these Melodic-moments appear 
mutually explanatory，and thus at-one，but also the 
motives of Feeling or Show embodied in them 一 as the 
strongest motives of the Action，and including within 
themselves the weaker ones 一 reveal themselves to the 
eelzxlp as mutually conditioned, as at-one by their generic 
nature， In this alliance is reached at last a realisement of 
the perfect unitarian Form，and through this Form the 
utterance of a unitarian Content ; and thus this Content is 
itself frst truly rendered possible. 

Let us once more Sum Up this whole matter in one 


“The unitarian grouping of themes，which thbhe mnusician endeavoured to 
”estabjlish in the ozerLlile，must be given in the dramza icei 一 R。WAGNER。 
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exhaustive defhinition, and denote the most perfect Unity of 
artistic Form as that in which a widest conjuncture of the 
”phenomena of Human Life 一 as Content 一 can impart itself 
to the Feeling in so compjetely intelligible an 了 xpression， 
that in all its moments” this Content shall, completely 
stir，and alike completely satisfy， the Feeling. 7Ae 
CONlC1t2 1e1j， pas 加 pe ope Netl 1 eex NeseNpl 了 11e 
CMbxe55z08， CN Zheze107e Ze Expye5it01p ONE TU8 ceE7r 
2Dyese1N15 162 CONLCNE 11 265 .JplLLEst co1Nb055S 107 ON 7TNoUENZ 
CN SVG5O 10e CO5e1N1 OUI 0N[1 10e AN CN pe S7C05IeL p7 
Leep7ie: 


In this unity of the 有 2 加 xisszo1 ever making present, and 
ever embracing the full compass of the Content, there is at 
like time solved, and solved in the only decisive way, the 
whilom problem of the zztty of 7zoze CNpCQ .SOace. 
-Time and Space，as abstractions from the real living 

attributes of the Action, could only chain the attention of 

our drama-coNp5tytUc1i1NB poets because a single, a compjetely 
realising 也 xpression did not stand at their service for the 
poetic Content planned by them，， Iime and Space are 
thought-out attributes of actual physical phenomena ; and 
so soon as the latter are thought aboutb they have in truth 
already lost their force of manifestment : the body of these 
abstractions is the Real, the Sense-appealing, of an action 
which displays itself in a definite spacial surrounding,，and 
in a period of motion conditioned thereby.， To set the 
unity of the Drama in the unity of Space and Time, means 
to set it at NaxpAl (in NVzcp setzen); for Time and Space 
are nothing in themselves，and only become some-thing 
through their being ammpxled by something ye by a Fuman 
Action and its Natural Surrounding，This Human Action 
must be the thing united in itself ie.the thing that hangs- 
together ; by the possibility of making its connexion a 

“4 Einheit des Raumes und der Zeit， 一 it is interesting to compare this 
Passage with :zum Raum wird hier die Zeit ”Pearszy1op Act 工 一 TR 
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Surveyable one, is conditioned the assumption of its time- 
length，and by the possibility of x& completely adequate 
Yepresentment of the Scene is conditioned its extension in 
Spacej for it wills but one thing, 一 to make itself intel- 
lgible to Feeling. 


In the singlest Space and the most compact Time one 
may Spread out an Action as completely discordant and 


disconnected as you Please 一 as we may See to our heart's 
content in our Unity-pieces。 On the contrary, the Unity 
of an Action consists in its intelligible connexion ; and only 
through ome thing can this reveal itself intelligibly 一 which 
thing is neither Time nor Space, but We Exzbjpye5st0t1， If in 
the preceding pages we have ascertained zwpal is this uni- 


tarian, i.e. this_ continuous 瓦 xpression, which at all times 


keeps the Continuity in presence; and if we have shewn 
it as athing by all means possible : then in this 了 上 xpression 
we have also won back the severed by the necessity of 
Space and Time* as a thing once more united，and a 
thing made ever present Where needful for an under- 
standing ; for its“necessary Presence lies not in Time or 
Space, but in the zzipxesstzozt Which is made on us within 
them。 The limitations of Space and Time，which arose 
from lack of this 了 xpression,，are upheaved at once by its 
acquirement ; both Time and >pace are annihilated， 
through the actuajity of the Drama， 

The genuine Drama， then，is infuenced no longer by 


aught that lies outside it; but it is an o1bCQMNUC De-tNe CNQ 
Zeco11l-71Np evolving and shaping itself by those inner con- 
ditions which itself lays down for its only contact with 
outside 一 in turn conditioning 2 一 namely by the Necessity 


of making its message understandable, and understandable 


CS Uppe 1z1ipz 2 ad becotesy whilst it wins its intelligible 


Shape by bearing from its own，its inmost Need, the all- 
empowering 了 上 xpression for its Content， 


“ “Das in Zeit und Raum nothwendig Getrennte， 一 T&R。 


VIL. | 

3 N the argument just ended TI have indicated 
possibilities of 了 上 xpression such as a poetic ， 
Aim ca press into its service, and such as the 
highest Poetic Aim MU5L Needkg employ for 
its realisement， The _ verification . of those 
0 of 了 xpression depends solely on the highest 
poetic Aim : but this latter cannot be taken in hand, till 
_the Poet becomes conscious of those possibilities. 一 

Whoever on the other hand, may have understood me 
to be occupied with setting up an arbitrarily concocted 
System，according to which 1 poets and mnusicians should 
Construct their work in future, 一 he has wilfully mis-under- 
stood me. Moreoven he who chooses to believe that the 
New，which 工 haply have said，reposes on an absolute 
assumption and is not identical with 卫 xperience and the 
nature of the object dealt with, 一 he will not be cpLe to 
_understand me, even though he wishedq it. 一 The New that 
I may have said, is nothing other than the Unconscious in 
the nature of the thing, and has become conscious to me， 
as a thinking artist, merely because I have grasped in its 
continuity a thing which artists heretofore have taken only 
in .its severance， II thus have ?NtVeNpled nothing new, but 
merely Joxzpdl that continuity. 一 


It only remains for me to denote We yelzlzo1z pefzuee12 
poel cd MU5tCCN which follows from the argument above-. 


”To do this briehy, let us hrst ask ourselves the question : 


“Has the poet to xeslrizcl himself in presence of the 
musician, and the musician in presence of the poet 2” 
Freedom of the Individual has hitherto seemed possible 


through _nothing bnut a 一 wise 一 restriction from without : 
35z 


352 OPERA AND DRAMA : PART III. 


moderation of his impulses， and thus of the force of his 
abilities，was the frst thing required of the unit by the 
State-community.， The full effectuation of an Individuality 
had to be looked on as synonymous with an infringement 
ofthe individuality cf others, whereas the individual's self- 
restraint Was reckoned as his highest wisdom and virtue. 一 
Taken strictly，this virtue，preached by sages, besung by 
didactists, and hnally claimed by the State as the duty of 
subservience，by 人 Religion as the duty of humility, 一 this 
virtue was a virtue _ never coming forth ; willed，but not 
practised ) imagined，but not realised : and so long as a 
virtue is demanded，it will never in truth be exercised. 
Either the exercise of this virtue was an act despoticaliy 
imposed 一 and thus without that merit of virtue imagined 
for it ; or it was a necessary, an unrefective act of free-will， 
and then its enabling force was not the self-restricting 
Will 一 but Zooze. 
Those same sages and lawgivers who claimed the practice 
of self-restraint through refection，never refected for an 
instant that they had thralls and slaves beneath them， 


from whom they cut off every possibility of bractising that 


virtue ; and yet these jlatter were in fact the only ones 
who really restrained themselves for anothers sake, 一 
because they were compelled to， Among that ruling and 
“reflecting ”aristocracy the self-restraint of its members， 
toward one another, consisted in nothing but the brudence 
of 了 goism, which counselled them to segregate themselves， 
to take no thought for others; and this policy of czysey 
:lex (Gehenlassen) 一 clever enough at giving itself a quite 
agreeable outward show, in forms it borrowed from those- 
of reverence and friendship 一 yet was oniy possible to these 
”gentry on condition that other men，mere slaves and 
chattels，shouid stand ready to_ maintain the hedged-off 
self-dependence of their masters.， In the terrible de- 
moralisation of our bresent social system，revolting to 
the heart of every veritable Man, we may see the neces- 
Sary consequence of asking for an impossible Virtue，and 
a virtue which eventually is held in currency by a barbarous 


人 
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Police。 Only the total vanishing of this demand, and of 
the grounds on which it has been based, 一 only the up- 
heaval of the most un-human inequality of men, in their 
stationings toward Life, can bring about the Jpxzzczeid issue 
of that claim of self-restriction : and that，by making 
possible zee Zove，。， But Love will bring about that fancied 
issue in a measurelessly heightened measure, for it is_ not 
at all a ebxeslfyazzt but something infnitely greater 一 
to Wit，Upe HgNesl eolp1i01 0 OoU1 111diVidUpaCL 加 oz0ex5 一 
leelpey 0311 81pe MO38 NEciSSZCAEQ 121W58 10700C1CS OUJ 0O201Z 
SELFo1jeyt1Ng 1O7z Sape of a belted ob1ect. 一 

Now, if we apply this criterion to the case above we 
shall see that self-xestyzclzoz of either the Poet or the 
Musician, in its ultimate consequences，would only bring 
about .the drama's death，or rather would withstand its 
ever being brought to life. So soon as poet and musician 
restricted one another，they could have no other end in 
view, than each to let his own particular talent shine out 
for itself ; and seeing that the object on which they were 
,bringing these lights of theirs to shine, was just the Drama， 
the latter would naturally fare like the sick man betwixt 
two doctors，each endeavouring to _ display his special 
scientifc skill in an obposite direction : with the strongest 
constitution in the world，the invalid would go to the 
ground. 一 If Poet and Musician，however do not restrict 
each other，but rouse each others powers into highest 
might, by Love ; if in this Love they are all that ever they 
can be;i if they Mtztinscaly go zlde ”in the offering that each 
、brings each, 一 the offering of his very highest potence, 一 
then the Drama in its highest plenitude is born. 一 

If the poels 4z11 一 as such 一 is still at hand and visible， 
then it bas not as yet gone under into the MXusical 上 x- 
pression ; but if the Mtz5tctz4Nz 3 已 11pxe55201 一 as Such 一 is still 
apparent, then it, in turn, has not yet been inspired by the 
Poetic Aim. Only when the 下 xpbression, as a marked and 


4 6 0Oepe1t 3500 。 。.， CEECMICZL2B 2 2W1L27， 一 this s0Omewhat quaint ， 
exprestion is evidently an allusion to that “Coing-under of the State, ”deait 
with on page 20I et seq. 一 工 R。 
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special thing，goes under in the realisement of this Aim,， 
only Mew is neither Aim nor 了 上 xpression any longer at 
hand，but the reality which each had zxozled is caxp-ned. 
And this reality is the Drama ii in whose presentment we 
must be reminded no more of Aim or 了 xpression, but its 
Content must instinctively engross us, as a 了 uman Action 
vindicated“necessarily "before our Feeling.* 

Let us tell the AMzxstczaz then that every, even the tiniest - 
Imnoment of his 了 xpression 2 Z0pzCp Ze Joelzc-CUMN 25 10O8 
coONzlatz1tEl and which is not conditioned “necessarily” by 
that Aim and its realisement 一 that every such moment is 
superhuous, disturbing,bad ; that each utterance of his is 
unimpressive if it stays unintelligible, and that it becomes 
intelljigible only by taking into it the Poets aim ; that 
he himsel1 however，as realiser of the poetic-aim,， stands 
infnitely higher than in his arbitrary dealings without that 
aim ,一 fon as a conditioned, asatisfying ' message, his own 

is an even higher one than that of the conditioning, the 
needy' Aim in itselft albeit the latter is the highest aim 
man has ; that, fnally, in the conditionment of his message 
by this Aim, he will be incited to a 人 far richer exhibition of 

his powers than ever he was while at his lonely post where 
一 for sake of utmost understandableness 一 he was obliged 
to ye5lzit13 ]zN25SEL] ie to hold himself to a function not 
belonging to him as Musician : whereas he now is neces- 
sarily challenged to the most unrestrained unfoldment of 
his powers, precisely because he needs and must be zolptz1pg 
DO2U1 112UNSZC1CI11。 

To the jpoet let us Say, that i his Aim 一 in so far as it is 
to be displayed to the ear 一 cCNNOL be ec1N12I2LY 7CCL5CG 321 1e 
ab1e531015 01 1]35 112USUCZGN Cl then neither is it a highest 
Poetic Aina at all ;， that wherever his Aim is still discern- 
ible, he has not combletely poetised it ; and therefore, that 
he can only measure We petppl o1 poebrty to which his Aim 
has reached, by We coxMzjhele1Ess Wherewith it is realisable 
in the Mtt15ztCCL ZXbye55101N。 


* For the pendants to this Paradox the reader should refer to pages 233 and 
345; all three passages will gain vastly in AAA by the com。 
Parison. 一 工 R。 
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So, let us fnally denote the measure of poetic worth as 
follows :一 as Voltaire said of the Opera:“What is too 
silljy to be said, one gets it sung,”so let us reverse that 
”maxim for the Drama which we have in view, and say: 
J1Ahal 05 Nol z0oz1 1e pe11B 3UND Netlper 2 21 720011p 11pe 
Joetls UNS 0 120021E 


After what has been said above, it might seem almost 
superfhuous to ask the further question : Whether we ought 
.to think of the Poet and Mnusician as lzoo jexso115S，or as 
ONC 

The Poet and Musician，whom we mean, are very well 


thinkable as two persons， In fact the Musician in his 


Practical intermediation between the poetic aim and its 
hnal bodily realisement through an actual scenic repre- 
sentation, might necessarily be conditioned by the Poet as 
a Separate person and indeed, a Joxjlepey than himself{ 一 if 
not necessarily in point of years，yet at least in point of 
character.， IThis younger person, through standing closer 
to Life's instinctive utterance 一 especially (axcb) in its lyric 
moments, 一 might well appear to the more experienced， 
more refecting Poet as more fitted to yea 上 se his aim than 
he himself is ; and from this his natural inclination towards 
the younger the more buoyant man 一 So Soon as the latter 
took up with willing enthusiasm the poetic-aim imparted 
to him by the older 一 there would bloom that fairesbtb noblest 
Love, which we have learnt to recognise as the enabling 
force of Art-work， By the very fact that the Poet saw his 
一 here necessarily merely binted 一 aim completely com- 
prehended by the younger man, and that this younger man 
Was competent to understand it, there would be knit that . 
bond of Love in which the Musician becomes the“neces- 
Sary "bearer ; for the latters share in the conception is the 
bent to spread abroad, with warm and fowing heart, the 
boon received， Through this bent, incited in another, the 
_ 了 Poet himself would win an ever waxing warmth toward his 
begettal which must needs determine him to the helpfulest 
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_interest in the birth itself。 Just the twofold energy of this 
Love must needs exert an infinite artistic force, inciting， 
enkindling, and empowering on every hand. 

Yet if we consider the present attitude assumed by Poet 
and Mnusician toward one another and if we fhind it ordered 
by the same maxims of self-restriction and egoistic sever- 
ance, as those which govern all the factors of our modern 
social State : then we cannot but feel that in an unworthy 
public system where every man is bent on shining for 
himself alone, 1exe none but the indqividual Unit can take 
into himself the spirit of Community，and cherish and 
develop it according to his powers 一 how inadequate soe'er 
they be.。 Not to dzwo, at the hour that is，can come the 
thought of jointly making possible the Perfected Drama ; 
fon in parleying on this thought the two must necessarily 
-and candidly avow the impossibility of its realisement in 
face of Public Life，and that avowal would nip their 
undertaking in the bud， Only the lonely one in the thick 
of his endeavour，can ftransmnute the bitterness of such a 
self-avowal into an intoxicating joy which drives him on， 
with all the courage of a drunkard, to undertake the making 
possible the Impossible ; for he, aloxze, is thrust forward by 
tzuo artistic forces which he cannot withstand, 一 by forccs 
which he willingly lets drive him to self-offering.* 一 


There am obliged to make express mention of 忆 yself and, indeed，with 
& single eye to removing from the readers mind any suspicion that with the 
above account of the Perfected Drama I had attempted an explanation of my 
own artistic works，in any sense as though I had fulhlled my present demands 
in my own operas，and had thus already brought to pass this hypothetic 
Drama， No one can be better aware than myself that the realisement of this 
Drama qepends on conditions which do not lie within the will，nay，not even 
within the capability (KGpxkez) of the Unit, 一 were this capability an inhnitely 
greater than my owp, 一 but only in Community, and in a mnutual co-operation 
rade possible thereby : of both which factors, nothing but the direct antithesis 
Is now to hand， Nevertbeless I will admit that my artistic works have been 
of the greatest weight to me ji for alas ! so far as I can see around me they 
must be my Only witnesses to the existence of an endeavour from whose restilts 
alone，small as they are，that thing was to be learnt which 一 striving from 
unconsciousness to consciousness 一 I now have learnt ; and which 一 let us hope,， 
for the welfare of Art 一 I now can Speak aloud with full conviction， Not of 
my achievements， but of That which they have brought within my conscious- 
”ness, of That whbich I now can utter with conviction, am I proud, 一 人 . WAGNER. 
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Let us further take a glance at the present jbppec aspect 
of our musico-dramatic art, so as to make plain to ourselves 
why the Drama, such as we have dealt with, cannot possibly 
”come to an appearance just now; and，were 让 zexztfzyed 
notwithstanding, how it could not evoke an understanding， 
but only the utmost bewilderment 


We have had to recognise .peecp itself as the indispens- 
able basis of a perfect Artistic 达 xpression， Ihat we have 
lost all emotional comprehension of our spoken language， 
we have had to regard as an irreplaceable loss for any 
artistic message to the Feeling， Therefore，if we have 
pointed out the possibility of a re-livening of Speech, for 
the .purpose of artistic exbression, and have deduced the 
perfected Musical 下 xpression from a language thus brought 
-again within the Feeling's understanding, 一 then we most 
certainly have taken our foothold upon a supposition which 
can only be realised through Life itselj not through the 
unaided Artistic Will， If we may assume，however，that 
the artist，upon whom there had dawned the Meceyszty of 
Life's evolution, would also have to advance with fashion- 
ing Consciousness to _ meet that evolution, 一 then we must 
-Surely deem him justihed in the endeavour to lift his 
prophetic Boding to the level of an artistic Deed ; and in 
any case it would be to his_ credit，to have henceforth 
moved along a more reasonable (wezzz2N1ltpgytezt) artistic 
path. 

Now, if we cast our eye across the languages of those 
_ 卫 uropean nations which hitherto have borne an active 
and original share in the evolution of tbhe Musical Drama， 
of Obera, 一 and these are but the Italians，French，and 
Germans 一 , we shall hnd that, of those three nations, the 


”Cermta1t alone possesses a language whose daily usage still 


hangs directly and conspicuously together with its 人 oots- 
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Italians and Frenchmen speak a tongue whose radical 
meaning can only be brought home to them by a study of 


older so-called dead languages : one might say that their 


. ]anguage 一 as the precipitate from a historic period of 
Folk-mingling，whose conditioning inhuence upon these 
races has altogether lapsed 一 that their language speaks for 
them, not Mey speak in their language， I then, we grant 


that from a Life set free of all Historic pressure， and 


stepping into intimate communion with associate Nature， 
there may arise for these tongues, as well quite new and 


hitherto undreamt conditions for their emotional transform- 


_ation, 一 and if we certainly may rest assured that Art, to 
be cl that in this new life it wpowLd be, will exert an uncom- 
monly weighty infhuence upon that transformation, 一 yet 
we can but recognise tbhat such an infuence would spring 


the most resultfully from that art which should ground 
its 了 上 xpression upon a language whose hang-together with 


Nature is even now more obvious to the Feelingc, than is 


the case with either the French，or the Italian tongue.， 


Thbat evolution of the Artistic 瑟 xpression, with its prophetic 
infhuence upon that of daily Life, cannot take its start from 
artworks whose verbal basis lies within the French, or the 
LItalian tongue ; but，of all the modern operatic dialects， 
the German alone is ftted to re-liven Art's 已 xpression in 
the manner we have recognised as needful : for very reason 
that it is the only one which in daily life has retained the 
accent on fthe root-syllable，whilst in those others an 
arbitrary convention abrogates the rule of Nature, and sets 
the accent on syllables of 'infection 一 altogether meaning- 
less pey 5e， 

It is the chief and fundamental factor，then，the 
moment "of Speech, that points us to the German nation 
in_ the Dramas struggjle for a completely warrantable a 
highest artistic 了 xpression ; and were it possible for the 
unaided Artistic Will to call the perfect Dramatic Artwork 
to light of day, at present this could only happen in the 
German tongue， But what conditions the executability of 
this Artistic Will， lies hrstly in the fellowship of zz2tpezkozp- 
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CNG ar1ii4。 Let us therefore observe the Ce of the 
latter upon our German stage. 一 


Italian and French singers are accustomed to render 
none but musical compositions expressly written for their 
mother-tongue : little as this speech may stand in a com- 
pletely natural connection with the musical melody, yet one 
thing at jeast is undeniable in the performances of French 
and Italian singers 一 to wit the attention paid to a right 
rendering of the lx 人， as such.， Although this is more 
noticeable among the French than the Italians， yet every- 
one must be struck by the distinctness and_ energy where- 
“with the latter too, speak out their words, more especially 
in the drastic bhrases of the Recitative.。 But above all 
”must this one thing be credited to both, 一 that a_ natural 
.instinct prevents them from ever dishguring the Sense of 
the talk through a false delivery. 
-German singers on the contrary are accustomed， for 
.by far the greater part，to sing in operas which have 
been merely translated into German from the French or 
Italian， Neither a poetic, nor a musical intelligence has 
-ever been set in motion for these translations, but they have 
.been put together by people who knew nothing of either 
music or poetry, and went to work in much the same com- 
mercial spirit as one transposes newspbaper articles or 


business advertisements。 Taken in the mass，these trans- 


lators were before all else not musical ; they rendered an - 
Italian or French text-book, for itself as word-poem, into a 
so-called Iambic metre which they ignorantly took to repre- 
Sent the really quite unrhythmic measure of the original ; 
and these verses they got written under the music by， Some 
poor hack of a music-copyist, with instructions to dribble 
out a Syllable to every note， The poetical labours of the 
translator had consisted in furnishing the vulgarest prose 
with the absurdest end-rhymes ; and since he had often had 
the most painful di 印 culty in hinding these rhymes them- 
selves, 一 all heediess that they would be almost inaudible in 
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-the music 一 his love toward them had made him distort the 
natural order of the words, past any hope of understanding， 
This hateful Verse, contemptible and muddled in itself was ， 
-now laid undera music whose distinctive Accents it nowhere 
ftted : on lengthy notes there came short syllables，on 
longer syllables the shorter notes ; on the mnuvsical 'ridge” 
there came the verse's hollow， and so the other way 

around.* From these grossest offences against the sound， 
the translation passed on to a complete distortion of the 
sensej and it really fook Such considerable pains to stamp 
the latter on the eam by countless textual repetitions, that 
theear instinctively turned away from the text and devoted 
its Sole attention to the burely melodic utterance. 一 In such 
translations as these, were the operas of Gluck presented to 
German Art-criticism : Operas Whose very essence consists 
in a faithful declamation of the words. Whoever has seen 
a Berlin score of a Gluckian opera, and has convinced his 
own eyes of the nature of the German textual lining where- 
with these works have been set before the public，may get 
an inkling of the character of that Berlin school of art- 
zsthetics which has derived its standard for dramatic 
declamation from the operas of Gluck.， From Paris one 

bad heard so much about this dramatic declamation， 
_ through literary channels and now one has been so astound- 
jingly clever as to recognise it for oneself in berformances 
given in those translations 一 which cast all proper declama- 
tion to the winds. 一 

But, far more important than their effect upon Prussian 
下 sthetics has been the infuence of these translations on 
our German cbexC-5z1p21S，， They soon found themselves 
compelled to abandon the vain attembt to bring this 
textual lining into accordance with the notes of the 
melody ; they accustomed themselves to paying less and 
less heed to the text as conveying any seye and through 


”1 lay stress upon these grossest offences，not that they have 06xiCbpy 
occurred in our translations，but since it has been possible for them to bappen 
over and over again 一 without disturbing either singers or audience。 Imake 
use of tbe Superlative，merely so as to betoken the most obvious physiognoiny 
of the thing. 一 R，VWAGNER。 
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this ai of theirs they emboldened the translators to 
an cver more thorough slovenliness in the prosecution of 
their labours，which，in the form of printed textbooks, 
gradually came to be put into the hands of the public for 
exactiy the same Purpose 3s the explanatory programme 
of a pantomime.， Under such conditions the dramatic 
singer at jast relinquished even the useless trouble of pro- 
nouncing the vowels and consonants, seeing that they were 
,only a hindrance and difculty to the singing voice, which 
-he now employed as a musical instrument pure and simple. 
IThus, both for himself and the public, there was nothing 
left of the drama beyond its Absolute Melody 一 whose 
methods, in such a state of affairs，he even transferred to 
” the Kecziaettye， Since in the mouth of the translated 
German singer its groundwork was no longer the dzctzozz， 
.fthis Recitative 一 wherewith at first he hadn't at all known 
what to do 一 soon gained for him a quite beculiar worth : 
it was such a respite from the time-beat of the Melody， 
and, free from the annoyance of the conductors baton, the 
singer here found a bleasing opportunity for production 
of his voice， To him the speechless Recitative was a chaos 
of disconnected notes from which he might pick out the 
one Or two that specially suited his register ; upon such 
a tone，occurring about once in every four or fve notes， 
，his delighted vocal vanity now pounced，and held it tiil 
fthbe breath gave out， Wherefore the singer had a great 
partiality for making his first appearance with a recitative ; 
for it gave him the best opportunity of shewing himself 一 by 
no means as a dramatic elocutionist 一 but as the possessor ， 
of a good sound larynx and an excellent pair of lungs. 
This notwithstanding, the public held by its opinion that 
So-and-so was an eminently dzcxiabtc singer: one under- 
stood by the epithet precisely the same thing as what one 
-praised in a violin-virtuoso，when he was clever enough to 
make his purely-musical execution both interesting and 


entertaining, by means of harmonics and double-stops.e 


* 4 Abstufungen und Ubergange” 一 I will not pledge myself that this 包 


the correct translation ; ior tbe ordinary use of these words would mcanm 
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One can easily imagine the artistic results, if one were 


suddenly to set before these singers the Wordverse-Melody 


as to which we lately came to terms， They would the less 
be able to deliver it，as they have already habituated 
themselves to getting through operas composed to German 
_texts with exactly the same Practices as in the translated 
operas ; and in this matter they have been backed by our 
modern German opera-composers themselves. 一 Time out of 


mind, the German language has been handled by German 


composers according to an arbitrary norm，which they  . 


borrowed from the treatment they had found applied to 
Speech in the operas of that foreign_ nation whence the 


Opera was first exported to us， The absolute Opera- 


melody 一 with those marked peculiarities of rhythm and 


melismus which it had evolved in Italy，in passable con- 


cordance with an arbitrarily accentuable tongue 一 had been 
the standard for our German opera-composers from the 
very frst i this melody had been copied by them and 
varied on， to 1X demands had the idiosyncrasies of our 


language and its accent to conform。 From everlasting,the 


German tongue has been treated by our composers as 3 
mere translated lining for this melody ; and whoever wishes 
to convince himself of the truth of what LI say, he need only 
examine, for instance, Winters“ Unterbrochenes Opferfest.” 
Beyond the purely arbitrary accent .given to the sense of 
the phrase, even the “sensuous' accent of the root-syllables 
is often completely subverted, in favour of the melismnus ; 
moreover certain compound words, of double root-accent 
arec decried as downright un-composable, or 一 if they posi- 
tively must be used 一 are set to an accent altogether foreign 
to the spirit of our speech. ven the else so conscientious 
Weber is often quite reckless of the words, to please the 
melody. 一 Nay，in the very latest days，German opera- 
composers have actually cojprzed the speech-affronting tone- 
accent of those translations, maintaining it as an enlarge- 


ment of the domain of operatic language, 一 So that singers 


“gradations and transitions ”which， however， would not bave much point 
bere. 一 T& 


和 
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to whom one were suddenly to present a Word-versec- 


Melody, such as we mean, would be absolutely incapable 


of delivering it in owy sense. 
The characteristic of is melody consists in its musical- 
expression being dehnitely conditioned by the speaking- 
verse, in its qualities both of sense and sound : only from 
amid these conditions has it taken this one particular 
musical shape and our ever present fellow-feeling of these 
conditions, again, is the necessary postulate for its under- 
standing， Now，Wwere this melody cut loose from its 
conditions, 一 as our singers most certainly would loose it 
from the speaking-Verse， 一 it would stay quite unintelligibje 
and unimpressive ; it nevertheless it cculd work an impres- 
sion through its purely musical factors, at least 让 would 
not work in the sense demanded by the Poetic Aim ; fonr 
even if that melody pey se should please the ea there still 
would be a complete annihilation of the dramatic aim 
which assigns to that particular melody the significance of 
a warning voice from memory, whenever it is referred-to 
later in the orchestra, 一 a Signifcance which can belong to 
it only when it has been seized and treasured-up by us， 
not as Absolute Melody, but as answering to a definitely 
uttered sense， Wherefore a drama couched in the Word- 
Tone speech aforesaid，but executed by our speechless 
Singers, could make nothing but a purely musical impres- 
sion upon its hearers; and，the right conditions for its 
comprehension having fallen out of count, this impression 
would be pretty much as follows :一 
The speech-less Song perforce must prove indifferent 
and wearisome to us wherever we did not find it chain our 
interest and captivate our ear through its promotion to the 
rank of Absolute Melody, cut loose from the word-verse 
both by giver and receivers. When recalled to mind by 
the orchestra, as a _ significant dramatic motive, this Melody 
would only wake our recollection of its naked self and not 
of the motive erewhile proclaimed in it ; therefore its recur- 
rence at another stage of the drama would draw away our 
attention from the present moment, but not explain it for 
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us，、 Our ear not having roused our jpNe， feeling，but 
merely been woken to a thirst for outward, ie un-motived 
change of pleasures, 一 this melody，now deprived of all 
signifcance，could wellnigh only weary it by its return ; 
so _ that fthe very thing which really answered in the most 
sensitive fashion to a suggestive wealth of IThought，would 
take-on all the semblance of an importunate Poverty of 
utterance。 Again the ear， whenh merely MU5tCULLY excited， 
demands 3a satisfaction in the sense of the close-trimmed 
musical structure to which it has been accustomed，and 
would be utterly bewildered by the broadening of this 
structure SO as to cover 1pe zole dyzajti ，for that broad 
extension of the musical Form, withal, can only be taken-in 
and understood, in all its unity, by a Feeling attuned to 
the actual Drama. TIo a _ Feeling xol thus attuned，bnut 
pinned down to purely sensuous Hearing, that broad and 
unitarian Form to which the petty，narrow, disconnecteq 
forms had been enlarged，would remain out-and-out 
unknowable ; ergo, the whole musical edifhce needs must 
make the impression of a ragged，piecemeal，unsurvey- 
able chaos, whose being and existence we could account- 
for by nothing so much as the caprices of a 人 fantastic， 
incompetent and puzzle-brained musician， 

But what would still more strengthen this impression of 
ours，would be the haphazard freaks of a bridleless and 
rampant Orchestra ; for the orchestra can never satisfy the 
Absolute 再 earing，unless it consistently emits its tale in 
frm-knit, melodiously accented dance-rhythms.、 

We have seen that the first thing to which the Orchestra 
has to devote its own peculiar faculty of expression, is the 
Action's dyzcxwialtc geslye， Let us observe，then，what 
infuence would be exerted upon the_ necessary gestures， 
by the circumstance that the singer is singing without 
any Speech. The singer，who does not know that he is 
the representative of a dehnite dramatic Personality， 
primarily expressed by Speech ; the singer，who conse- 
quently does not perceive the connection of his dramatic 
message with that of the personalities who come in 
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contact with him ; the singer，who thus does not even 
know zwphal he is expressing 一 is_ certainly in no position 
to convey to the eye the gestures requisite for an under- 
standing of the Action. Once that his delivery has 
become that of a wordless musical instrument he will 
either not express himself at all by Gesture，or he will 
employ it in much the same way as the instrumental 
virtuoso who in certain places of his registen and certain 
moments of his execution，fnds himself compelled to 
-Yesort thereto as a physical help in need， These physic- 
ally necessary moments of Gesture，however have been 
_instinctively present to the rational (Zex7zttzt12tpo2eNt) Poet 
and musician: he knows well enough when they will occur; 
but he has at like time brought them into harmony with 
the sense of the dramatic-expression，and thus has robbed 
them of the quality of a mere physical expedient. For 
he has taken a gesture conditioned by the physical 
organism，for the production. of this particular note and 
this particular musical-expression, and has set it in unison 
with z 太 xl gesture which is to answer withal to the sense 
of the message delivered by the dramatic personality ; 
and this he has done in such a way, that the Dramatic 
Gesture 一 which at any rate must have its ground in a 
physicaliy conditioned one 一 shall vindicate this physical 
gesture from a higher standpoint, shall give it an import 
needful to the dramatic understanding of the thing，and 
thus shall cloak and cancel its purely physical aspect. 

Now our theatrical singer，schooled by the rules of 
-Absolute Vocalisation，has been taught a convention in 
accordance wherewith he is to accompany his delivery by 
certain stage-gestures。 This convention has been borrowed 
from Dance-pantomime，and consists in nothing more or 
less than a genteel moderation of the gestures physically 
conditioned by the delivery of the notes, 一 gestures which 
degenerate with less tutored singers into grotesque ex- 
aggeration and vulgarity， This Conventional Gesture, in 
itself resujts in nothing but an extirpation of the last 
vestige of verbal sense in the melody; moreover it only 
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applies to those places, in the Drama，where the performer 
really sings : SO soon as he ceascs to do this，he deemas 
himself also absolved from any further concernment with 
Gesture，。 Our opera-composers，indeed，have used these 
pauses in the singing for their orchestral interludes，where 
either the individual instrumentists have had to display 
their special skill，or the composer himself has elected 
to _ draw the publics attention to his own art of instru- 
mental weavery， These intervals, again, are filled by the 
singers _ according to certain rules of stage-decorum，pro- 
vided they are not too busy with bowing their thanks 
for reaped applause: one goes to the other side of the 
proscenium，oOr passes to the back 一 as though to see 
whether anyone is coming, 一 then comes to the front 
again，and casts one's eyes toward heaven. It is con- 
sidered less seemly in such pauses，albeit allowable and 
warranted in cases of dilemma，to lean over to one's 
partners, engage them in polite conversation，arrange the 
folds of one's dress，or fnally，to do just nothing at all 
and patiently wait till the orchestral clouds of Fate 
roll by 

Let one take this byplay of our opera-singers, which has 
been positively dictated to them by the spirit and form of 
those translated operas in which, almost exclusively, they 
have been wonted heretofore to sing ; and let one hold up 
to it the_ necessary demands of the Drama such as ze 
mean : then，from the utter non-compliance with these 
demands，we may argue to the bewildering impression 
which the Orchestra must make upon the hearer， It will 
be _ remembered that in its faculty of expressing the un- 
speakable，we have assigned to the orchestra the special 
task of supporting the dramatic gestures, of interpreting 
them, nay, in a sense, of making them first possible, through 
its ljanguage bringing to our thorough understanding the 
Unspeakable of Gesture。 Wherefore it takes the most 
unresting interest in the Action， Motives and 下 xpression， 


4 Ts there any neced for me to notice the exceptions，whose very lack of 
infuence has proved the power of the general rule ?一 人。WAGNER。 
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at every instant ; on principle, its enouncements 2 1pemw- 
Sel[oes must have no predetermined form，but gain their 
singleness of Form from nothing but its sharing in the 
drama's progress，from its becoming ocxwe with Drama. 
Conceive, then，an energetic gesture of passion, suddenly 
manifested by the performer，and as swiftly vanishing ; 
conceive it accompanied and expressed by the orchestra， 
precisely as that gesture needed :一 in the complete har- 
mony between the two factors, such a collaboration cannot 
fail of an enthralling, a determinant effect 了 But behold ! 
the conditioning gesture is absent from the stage, and we 
See the performer in some indifferent attitude or other : 
will not the sudden outburst, and as rapid vanishing of the 
orchestral tempest appear to us an outbreak of insanity on 
the part of the composer ;一 We could name, if we chose， 
a _ thousand of such cases : let the following couple serve 
by way of instance. 


A loving maid has just dismissed her lover. She moves 
to a point whence she can gaze after him，into the dis- 
tance j her gesture involuntarily betrays that he is once 
more turning to face her as he goes away ; she waves him 
a last, a mnute love-greeting. The orchestra accompanies 
and explains this graceful movement， bringing before us 
the full emotional-content of that dumb farewell, by musing 
on the melody which the representatrix had earlier made 
known to us in the actual words of greeting wherewith 
she welcomed her lover， But, if this melody has been 
sung on that frst occasion by a peecple5s Singeress，its 
mere return jpex se does not produce that speaking, memory- 
waking impression on us which it ought to doj to us 让 
merely seems the repetition of a perhaps agreeable theme， 
which the composer brings on again because it had pleased 
himself and he feels warranted in coquetting with 让 If 
the singeress goes still farther howeven and merely takes 
this postlude as an“ orchestral ritornelle”; if she does 
not carry out that byplay at all and remains standing 
indifferently in the foresround 一 just to wait till a ritornelle 


368 OPERA AND DRAMA : PART III。 


is over : then nothing can be more tiresome to the hearer 
than just that interlude ; fon reft of any sense or meaning， 
it is simply a retardation, and had better be cut out。 


Our second case is one where the gesture explained by 
the orchestra is of downright decisory importance. 一 人 
situation has just been rounded off ; obstactes have been 


set aside，and the mood is one of satisfaction， JIhe 


poet wishes，however to deduce from this situation its 
“necessary'， successor， and this aim of his can only be 


realised by letting us feel that that mood is xotl completely 


satisfhed in truth, those obstacles are zol entirely set aside. 
He is _ concerned to make us recognise that the .seeming 
quietude of his dramatis personze is merely a self-ilusiom， 
on their part; and thus to so attune our Feeling, that we 
ourselves may frame the necessity of a further an altered 


development of the situation，through our co-creative 


sympathy : to this end he brings before us the gesture 
of a mysterious Personage whose motives，as hitherto 
divulged，have inspired us with anxiety as to a fnal 
satisfactory solution ; and he makes this gesture 太 xectezz 


the chief character， This threat is meant to fll us with 
Joxebodizpg，while the orchestra is to elucidate the char- 
acter of that foreboding, 一 and this it can only do by 


knitting it with a zxemzeMpO7CNC2 》 Wherefore he Prescribes 
for this weighty moment the emphatic repetition of a 
melodic phrase which we have already heard as the musical 
expression of words referring to the threat, and which has 
the characteristic property of recalling to us the image of 
an earlier situation; and now, in union with the threatening 
gesture, this phrase becomes for us a prophecy, engrossing 
and instinctively determining our Feeling. 一 But， 太 zs 
1xeatezt1p BE51U72 他 0OMtltQ the Situation leaves on 


us the impression of complete appeasement ; merely the . 


orchestra, contrary to ali expectation，suddenly strikes in 
with a musical phrase whose sense we have not been able 


4 人 he aliusion，of course, is to Act II，of 7zxzzzh6xi5er，while the following 
ilustration refers to the close of Act II. of Copexxpzi1. 一 ]IR， 


证 
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to catch from the earlier utterances of a speechless singer 
and whose appearance at this juncture we therefore hold 
for a fantastic caprice on the part of the composen to be 
severely frowned down， 


Let this su 全 ce to indicate the further humiliating Conse- 
quences, for an understanding of our drama ! 一 


To be sure, I here have dwelt upon the most preposter- 
ous offences ; but that they cop arise in every OPperatic 
performance, even at theatres conducted in the very best 
spirit, no one will deny who has examined into the nature 
of such performances from the Dramatic standpoint; while 
their existence will give us a notion of the artistic demor- 
alisation which has eaten into our stage-singers, and cjze1y 
through the aforesaid circumstance, that they mostly sing 
， nothing but translated works. Fon as Said above, one does 
not find these Particular faults among the Italians and 
French，or at least in nothing 1like the same degree, 一 
_and，with the Italians for the simple reason，that their 
“oOperas never make any claims upon them but such as they 
are perfectly able to fulfl in their own fashion， 


Precisely on the German Stage 一 that is to say in the very 


language in which，for the present, it could be the most 


completely brought to pass 一 the Drama we propose would 
call up nothing but the wildest confusion and most com- 
plete misunderstanding， Performers who cannot feel the 
.Aim of Drama as a something present in their nighest 
”fundamental organ 一 that of Speech, 一 can neither conceive 
what this Aim really is; were they to attempt to do so 
from a purely musical standpoint 一 as customary, 一 they 
could not but misunderstand it and in their embarrassment 
.they would realise everything except that Aim， 

To the pxppb0icse then, there would be left nothing but the 

* By this term, “the public,”I can never think of those units who employ 
their abstract Art.intelligence to make themselves familiar with things which 

2 人 A 
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music cut off from all dramatic aim ; and this music would 
only make an impression on its hearers exactly NAexe 认 
seemed to depart from that aim in such a way as to offer 
entirely for itself a pleasant tingling to the ear， From the 
apparently unmelodic song of the Singer 一 that is to say， 
“unmelodic ”in the sense of our wonted instrumental- 
melody transplanted to the voice 一 the public would have 
.to look about for enjoyment in the playing of the Orchestra ; 
and here it might perhaps be fascinated by one thing， 
mamely the instinctive stimulus of an extremely changeable 
-and variegated zz517UWUIM2EMN1BZON. 

To raise the strangely potent language of the Orchestra 
to such a height, that at every instant it may Plainly mani- 
fest to Eeeling the Unspeakable of the Dramatic Situation， 
一 to do this, as we have already said, the musician inspired 
by the poet's Aim has not to haply practise self-restraint ; 
no，he has to Sharpen his inventiveness to the point of 
discovering the most varied orchestral idioms, to meet the 
necessity he feels of a_ pertinent, a most determinate 正 x- 
pression. So long as this language is incapable of a 
declaration as individual as is needed by the infhnite variety 
of the Dramatic Motives themselves ;i so long as the 
.Inessage of the Orchestra is too monochrome to answer 
these motives ' individuality, 一 SO long may it. prove a dis- 
turbing factor because not yet completely satisfying : and 


are never realised upon the stage， By“the public”I mean that assemblage 
of spectators without any speciftcally cultivated Art-understanding， to whom 
the represented drama should come for their complete，their exzzlzzely lotlLe55 
尼 Mz0110110L.312d2151C11d211g 》 SPectators，therefore，whose interest should never 
be led to the mere art-media employed, but solely to the artistic object renalised 
thereby, to the drama as G YECD1eCJE1N1CL dc1z011，312L2LL2ETOLC 加 c2e7No1e。、 Since 
the public，then', is to czz127y without the slighest effort of an Art-intelligence, its 
”claims are grievously slightedq when the performance--for the reasons given 
above 一 does not realise the dramatic-aim ; and it is completely within its rights,， 
if it turns its back on such a representment. On the other hand the connois-。 
seur who, in defiance of the performance, takes pains tothink out the unrealised 
dramatic-aim for himselb by aid of the text-book and a critical interpretation 
of the music 一 which generally receives good treatment at the bands of our 
operlya5, 一 from this connoisseur such a mental strain is exacted，as Imust rob 
ham of all ezz7oymiezl of the artwork, and convert into a toilsome labour the very 
thing which was meant to instinctively delight and enthrall him. 一 人 WAGNER。 
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therefore in the Complete Drama, like everything that is 
not enljel] adequate， it would divert_ attention toward 
_itself To be true to our aim, howevec such an attention 
is absolutely wpol to be devoted to it;i but，through its 
everywhere adapting itself zozlp ZNpe xwt1oposl clo5ezzeis to the 
fnest shade of individuality in the Dramatic Motive, the 
Orchestra is irresistibly to guide our whole attention czocy 
Jromwt 115eL as 3 MECNS 0O1 etzb12551011， and direct it to the 
SUO1Ect ezb1L5S5CU So that the very richest dialect of the 
Orchestra is to manifest itself with the artistic object of not 
being noticed, in a manner of speaking, of zol pezjper peczd 
al 0L .to wit not heard in its Mecpaxttial but only in its 
0OjeiNtC capacity，wherein it js One with the Drama. 

How must it discourage the .poet musician, then，were 
he to see his drama received by the public with sole and 
-marked attention to the mechanism of his Orchestra and 
to fnd himself rewarded with just the praise of being a 
4Vvery clever Instrumentalist”》 How must he feel at heart 
一 he whose every Shaping was prompted by the Dramatic 
Aim, 一 if art-literarians should report on his drama，that 
"they had read a textbook and had heard, to boot,，a won- 
drous music-ing by futes and hddles and trumpets，all 
Working in and out ' 一 


But could this Drama possibly produce any other effect 
under the circumstances detailed above ;一 


And yetl are we to give up being Artists? Or are we 
to abandon all necessary insight into the nature of things, 
because we can draw no profit thence ;一 Were it no proft,， 
.then, to be not only an Artist but a 4L4z withal ; and is 
an artifcial know-nothingness，a womanish dismissal of 
knowledge, to bring us more profit than a sturdy conscious- 
ness，wWhich，if only we put all seeking-of-self behind us， 
will give us cheerfulness, and hope, and courage above all 
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”else，for deeds which needs must rejoice ourselves， how 
:little Soever they be crowned with an outward success ? 


For surel Even now, it is only knowledge that can 
prosper us;i whilst ignorance but holds us to a joyless， 
divided， hypochondriacal， scarcely will-ing and never 
can-ning make-believe of Art, whereby we 7 unsatisfted 
within，unsatisfying withonut. 

Look round youw and see where ye live and for whom 
ye make your art ! 一 That our artistic comrades for the 
representment of a dramatic artwork are not forthcoming， 
we must recognise at once, if we have eyes the least whit 
sharpened by Artistic Will， Yet how greatly we should 
err, if we pretended to explain this by a demoralisation of 
Our opera-singers due entirely to their own faulit ; how we 
should deceive ourselves, if we thought necessary to regard 
this phenomenon as accidental and not as conditioned by 
a _ broad，a generail conjuncture ! 一 Let us Suppose for an 
instant, that in some way or other we acquired .the power 
of so working upon performers and performance, from the 
standpoint of artistic intelligence, that a highest Dramatic- 
aim should be fully carried out, 一 then for the first time we 
should grow actively aware that we lacked the real enabler 
of the artwork, a Public to feel the need of it and to make 
its Need the all-puissant fellow-shaper。 The Public of our 
theatres has no Meeid for Artwork ; it wants to dzslyact itseif 
when it takes its seat before the stage, but not to colect 
itself ; and the Need of the seeker after distraction is merely 
for artiftcial delczls，but not for an artistic zzttty， If we 
gave it a whole, the public would be blindly driven to tear 
that whole to disconnected fragments，or，in the most 
fortunate event, it would be called upon to understand a 
thing which it altogether ye1vses to understand ; wherefore， 
in full consciousness, it turns its back on any Such artistic 
aim。 From this result we should only gain a proof zwp7 
such a performance is absolutely out of the question at . 
present, and why our opera-singers are bound to be exactliy 
: what they are and what they cannot else be. 
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To account to 6 for this attitude of the Public 区 


towards the performance，we must necessarily pass to a 


judgment on this Public itsel If we cast a look at earjlier 


ages of our theatric history,， we can only regard this Public 
as involved in an advancing degradation。 The excellent 
_wWork, the pre-eminently we that has been done already in 
our art, we Surely cannot consider it as dropped upon us 
from the skies ; no, we must conclude that it was prompted 
withal by the lasle of those before whom it was produced. 
We meet this Public of hne taste and feeling, at its most 
marked degree of active interest in art-production, in the 
period of the Renaissance，Here we see princes and nobies 
not only sheitering Art，but so engrossed with its finest 
and its boldest shapings, that the latter must be taken as 
downright summoned into being by their enthusiastic 
Need， This noble rank 一 nowhere attacked in its position ; 
knowing nothing of the misery of the thralls whose life 
-made that position possible ; holding itself completely 
aloof from the industrial and _ commercial spirit of the 
burgher life ;living away its life of pleasure in its palaces， 
of courage on the field of battle 一 this nobility had trained 
its eyes and ears to discern'the beautiful the graceful， nay， 


even the characteristic and energetic ; and at zs commands 


arose those works of art which signal that epoch as the 
most favoured artistic period since the downfall of Greek 
Art， The infhnite grace and delicacy in Mozarts tone- 
.modellings 一 which seem so dull and tedious to a public 
bred to-day on the grotesque 一 were delighted-in by the 
descendants of that old nobility ; and it was to 攻 aiser 
Joseph that Mozart appealed，from the mountebankish 


中 本 


.Shamelessness of the singers of his “Kxzpaxro” Nor will 


we look askance at those young French cavaliers， whose 
enthusiastic applause at the Achilles-aria in Gluck's 
pape1tta 克 Taxxz12” :turned the wavering balance in 
favour of that work ;一 anid least of all will we forget 
that，whilst the greater courts of 了 urope had become the 
Political camps of intriguing diplomats in Weimar a German 
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royal family was listening with rapt attention to the loftiest 
and most graceful poets of the German nation. 

But the rulership of public taste in Art has passed over 一 
to the person who now pbays the artists wages, in place of 
the nobility which erstwhile recompensed them ; to the 
person who orders the artwork for his money, and insists 
-On ever novel variations of his one beloved theme, but at 
no price a new theme itself : and this ruler and this order- 
giver is 一 太 。 PNpzlpts1tN1， As this Philistine is the most 
hcartlcss aitd the buscst offobring of our Civilisation， ao ja 
he the most domineering, the crueiest and foulest of Art's 
,bread-givers， Irue, that everything comes aright to him : 
only，he will have_ nothing to do with aught that might 
remind him that he is to be a MiCN ,一 either on the side of 
beauty，or on that of nerve， He zo0zh to be base and 
common, and to this will of his has Art to fit herself : for 
the rest, 一 why ! nothing comes to him amiss. 一 Let us turn 
our look from him as quickly as may be ! 一 


Are we to make bargains with such a world ?一 No, no 
For even the most humiliating terms would leave us sheer 
outside the pale. 一 

Hope，faith and courage can we oniy gain，when we 
recognise even the modern State-philistine not merely as a 
conditioning，but 1likewise as a conditioned factor of our 
Civilisation ; when we search for the _ conditionments of 
this phenomenon，too，in a conjuncture such as that we 
have just examined in the case of Art We shall not win 
hope and nerve until we bend our ear to the heart-beat of 
history，and catch the sound of that sempiternal vein of 
living waters which,， however buried under the waste-heap 
of historic civilisation，yet pulses on in all its pristine 
freshness。 Who has not felt the leaden murk that hangs 
above us in the air foretelling the near advent of an earth- 
upheaval ) And we who hear the trickling of that well- 
spring, shall we take affright at the earthquake's sound ? 
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Believe me no! For we know that it will only tear aside 
the heap of refuse, and prepare for the stream that bed in 
which we soon shall even xsee its living waters fow. 

Where now the statesman loses hope, the politician sinks 
his hands，the socialist beplagues his brain with fruitiess 
Systems, yea, even the philosopher can oniy hint, but not 
foretell, 一 Since all that looms before us can only form a 
Series of un-wilful happenings，whose physical show no 
mortal man may preconceive, 一 there it is the axlz2z whose 
clenr eye enn hpy out shanes that reveal themselves.to 3 
yearning which longs for the only truth 一 上 pe pxU1iCMN Oct7128- 
The artist has the power of seeing beforehand a yet 
unshapen world, of tasting beforehand the joys of a world 
as yet unborn, through the stress of his desire for Growth. 
But his joy is in imparting, and 一 if only he turns his back 
on the senseless herds who browse upon the grassless waste- 
heap, and clasps the closer to his breast the cherished few 
who listen with him tc the well-spring, 一 So finds he, too， 
the hearts, ay, hnds the senses, to whom he can impart his 
message， We are older men and jjotxMpez let the elder 
not think of himself8 but love the younger for sake of the 
bequest he sinks into his heart for new increasing, 一 the 
day will come when that heirlioom shall be opened for the 
Weal of brother Men throughout the world ! 


We have seen the Poet driven onward by his yearnin8g 
for a perfect 下 motional-expression，and seen him reach 
the point where he found his Verse refhected on the mirror 
of the sea of Harmony, as musical Melody : unto this sea 
was he compelled to thrust ; only the mirror of this sea 
could shew him the image of his yearning ; and this sea 
he could not create from his own Will，but it was the 
Other*+t of his being，That wherewith he needs must wed 
himself but which he could not prescribe from out himself， 


”4 Das Andre，das ich ersehne, ”有 yazlhiize act iij“Ein andrer ist % 一 cin 
&ndrer，ach ”Zaxrz1z act 让 一 工 RK. 
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nor summon into being. 一 So neither can the artist pre- 
scribe from his own Will，nor summon into being，that 
Life of the Euture which once shall redeem him : for it 
is the Other the antithesis of himself for which he yearns， 
toward which he is thrust ;That which, when brought him 
from an opposite pole, is for the first time present for him， 
first takes his semblance up into it and knowably refects 
it back， Yet again, this living ocean of the Future cannot 
bsget that mirror-image by its unaided self : it is a mother- 
element，which can bear alone what it has frst received. 
This fecundating seed，which in 妈 alone can thrive，is 
brought it by the Poet，ie. the Artist of the Present ; 


and this seed is the quintessence of all rarest lifesap， 


which the Past has gathered up therein，to_ bring it to 
the Future as its _ necessary, its fertilising germ ; JJOz 加 15 
Atz1aoize 19 .08 122NBCOLE， EMCEOL CS 588ULC1eEL 0 81Ze Post 
Now, the Maelody which appears at last upon the water- 
mirror of the harmonic ocean of the Future, is the clear- 
seeing eye Wherewith this Life gazes upwards from the 
depth of its sea-abyss to the radiant light of day， But the 
ZeEj5e, Whose mere mirror-image it is, is the own-est poem 
of the Artist of the Present，begotten by his most pecuiliar 
faculty, engendered by the fulness of his yearning. Lp 
1USZ CS 11ZS VE1S2E Z08L te jyOjetlic 4ztzo0zR 0 INe NeatzNU11P 
Lz1258 OF Ne Pyese1it 011CE ZOEL UV5EL1 201 克 1Ne oceCat OF 11pe 
ZzU12e or 1e Zaztzxze. 一 In that Life of the Future，will this 
Artwork be what to-day it yearns for but cannot actually 
be as yet: for that Life of the Future will be entirely what 
it cz2xzp be, only through its taking up into its womb this 
Artwork. 


Ze bepellez Oo 1e 4LzteuoxzB or 1e HUIUYE 2 NONE olpey 
lpajt 1e 4zilistl oj 1e PoyeseNj 20po jbye5ages 1Ct ZU oo 
1pe Fazttye， CNQ Jeaz1N 1 be coNtat1ped 11ezet11N， De zpo 
Cpeztzgpes 1815 LO11231UB 22011081 1Ze 8111LOS2 cite OF NS 
Jozoezi pe LVeEs ClyeCcdty 2 GOetliez LA12 ,一 Out cry ONe c0Nz 
do 115 Vipizg :一 

1pe 4Lz1z51. 


SUMMARY. 


DEDICATION OF SECOND EDITION ， 
(2 COUNIIELII2 ArO1t1s)， 


”Reception accorded to rat edition ; had obviously fallen in bands of mere 
Cs5ipn4] WUUICICAI。 Recent demand，for purposes of ferreting out sab- 
versiye tenets，。 Worries of a new edition (4)。 Politician，artist，and Cermeas 
pipzt。 Eccentricity of his old [political] opinions。 Theatre-public and the 
wounds of which my successes are bleeding still” ONeyr wd Dyama : di 全 - 
culties of exposition， and stubbornness of style。 Theorising zstheticians ; the 
artist and the earnest thinker ; thbe only true success (7). 


PREFACE TO FIRST EDITION。 


Anger roused by his endeavours to forecast, in 4zf-zooxzp oj sppzt。。 Sioth 
and sense of honour， Another grudge will now be roused，by expositioa of 
worthlessness of modern operatic affairs。 Not a Smothered growl，but cate- 
gorical dehance，is needed，。， “This one personage” [Meyerbeer] and“the 

”了 Error.” Prudence and prejudice wexile and artistic courage。、 Of atl things 
the most dangerous is half-heartedness， The xsexiox object of the book (II 


INTRODUCTION. 


An error js never done with, till all its possibilities bave been exhausted。 
Modern Opera an asylum for the madness of the world。， Fumbling Criticism 
and“gradual”progress ; livesby“…Though， But, and Ne'ertheless.” To cmsh 
the Error and root up Criticism，artists themselves must practise criticism (14 
Replies to an article on “Modern Opera": musical chparactexzzligMe and 
Meyerbeer ; Mendelssohn's early death ; was Mozart a lesser musician ?The 
Drama's z0po1p ;but its architect ? Error's crown of errors ; the opeme da of 

一 0727T 一 YYE riddle's solution :“a means of 隐 xpression has been made the 
end“”(I17)， The briefest survey of Opera's evolution teaches this ; 让 arose 遂 
Italjy，where“the Drama never developed to any signihcance, ”zol from the ， 
medieval Folk-play ; vocal dexterities。 Metastasio and opera-librettists : the 
obliging servants of the Musician， The genuine Drama on a basis of Absolute 
Music ! 


FIRST PART. 一 OPERA AND MUSIC。 


CApapler /， 
Music thrust into a false position toward Poetry ; desiring to outline 人 
the thing to-be-cexpressed。 azterl and _ 11rzoloxi lines 0f Opera。 
_Eamsst line. 一 The Ara_xas the basis_ of Opera : the Folk-song with 记 
Word-poem jleft out， Into the Dramatic Cantata was dovetailed next the 
377 
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Ballet。 Art-dexterities y the aim of Drama merely lodged， not housed (25)- 
Recitative borrowed from Plain-song ; a theatric scaffoldiog of ”Greek 
mythology. 一 Gluck simply revolted cowrciowxrLy against the singing Virtuoso 
sceptre of Opera passes defhinitely to the Composer，who henceforth rules 
the Poet still more strictly (28)， Gluclk's successors ; their cnlargement 
of Form of aria，duet &c.，increasing warmth of Expression。 The Ensemble. 
Cherubini，Mkhul and Spontini attain all that Gluck could bave desired。 
Spontini's belief that he bad reached the acme of operatic Form ; the honest 
confdent voice of the Absolute Musician (3o). 

The opera-circus ; the poet the musician's groom。 Dramatic sketches of one 
”settled pattern，and trite rhetorical phrases (32)， A make-believe of Drama 
without a real dramatic cioz music not merely its expression，but its cO12LCNZ 》 
“modern Dramatic opera "the actual advent of the madness (34)。 


Chapler 77。 

Giluck's ye1ecize Opera compared with naive line of Italy，tbe home of 
modern music ; but a German，Mozart，mirrored back the brightest hower of 
Italian music。 Mozart's procedure contrasted withb Mendelssohn's cautious 
steps。、 In none of Mozart's instrumental works is Music so richly furthered, as 
in his operas ; but never could he write beaxlz1zxl music，unless inspired by the 
text (37)。 He would have helped to pen the truest dcoma, if only he had met 
thbe joct ;but he left the formal skeleton of Opera unaltered， His imitators. 
下 ssence of the dria absolute-musical，_ The 了 Folk had brooked no tune without 
its words : the man of luxury heard the Folk-song and distilled its scent (40). 
Rossini 一 the uncommonly handy modeller of artifhcial towers : Mozart， in his 
death,， bore away his Life ; Spontini embalmed himself alive，and Rossini tore 
away the cerecloths。 He meant to poe，and struck the ear-dqelighting cb5olesple- 
NilElodtxi Melody ; Alexanders sword and the naked Deed ;“ delicious melodies.”， 
有 人 ossini and his singers，band，and poet (43)， His complaisance to opera- 


Public ; a Rossinian““ZDomp Czozaxzz1t2 ”was possible， Areactionary,， like Prince 


Retternich ; “Do you ask for Opera and State? Here you have them." Visit 
of Europe's idol to the moody Beethoven 一 unreturned. 一 With Rossini died the 
Opera; yet a wonderful fresh lease of life was to be drawn 一 the Bankers pre- 
sently would make it for themselves， In expiation for his sins，Rossini became 
a fsh-Ppurveyor and church-composer (47), 


CAdpiexr 777， 


that of operatic melody。Gluck and his serious 
folljowers had deceived themselves with their dramatic “declamation” ;the 

ubji j 0_the_ Tune But Rossini had not expazxsied Melody's 
essence ; deeper-feeling musicians and the utterance of human Feeling ; Weber 
Tcaches back to Folk-song， Stir of waking Freedom ; national wayxer， not 
11l2 7 National line of Opera Parallel with political evolution (50)，Weber and 
the Folk's-bloom ”: goes down to seek it in the meadows ; unhappy man lbhe 
Boiiped 181， set in a costly vase, it sheds its petals ; the fower bloomed no more 
(52)， Characteristics of_German Folk-melody 一 mainly harmonic ; broad and 
general emotional expression ; sincerity ; Purely-human ; the CexrmiMp Spirit， 
Weber made this the actual factor of his OFPera， Aze1rch2lz and 7G1NCIedE 。 
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ztwdg Y， rn Webers stammering proves Music incapable of becoming， 
in herself the genuine Drama (54). 

French composers foljow in thbe wake y but the ioner contents of their native 
Couplet (whose mriiCL essence was the Contredanse) had beea sucked dry by 
Vaudeville and Comic Opera ; so the hunt in foreign lands began (56)， Auter 
gallops through the Naples marketa makes Rossini a handsome bow, and gives 
to Paris hhcxezitL2，。 Rossini returns the compliment with Gxiiczxwre 72。 人 
new recipe for galvanising half.paralysed Opera ; German art-critics classify， 
一 the “national,” Society rooting up the orchard of the Folk，and German 


critics calling 让 “higher CUaraplerirlip ” and 4 Eapiajzzipaliot of the 
Masses ” (59)。 


Chcple 7 太 


The Folk 二 the Hero : his deeds it celebrates in 了 pos and re-enacts in 
Drama。， Greek Tragedy and chorus ; Shakespeare resolves chorus into 
dehnite individuals ;Opera takes the hollow masks : “Prince and Princess-” 

The Surrounding，i.e，Opera-chorus， Mozart and his Osmin and Figaro : 
”Modern Opera and colourless characters (62)。 Not the Folk was wanted，but 
人 4baxr y thundrous Unison and nimble noise ;和 Huguenots ”and Prussian 

uard. 

A mask the more， Not me from the Poet，but pubpjpelr from the Mechan- 
ician。 Historic costume and“: historic”music ; hymns, 一 Religion shall take 
a turn upon the stage (65)，“ 了 mancipation of the Church,” since the onl7 
serviceable historic music lay there ; but only as a side-dish。 Creation out of 
nothing，and Something from two negatives 一 “ emancipated Metaphysics.” 
The oxl/axrairh becomes another Mode “no”where one means“yes”; 
feign craziness, to be deemed “bistorico-characteristic" 一 Neoromantic (68). 


Chatler 矿 . 


-All that kas really sphabud Opera has issued from Absolute Mnusic, never 
from Poetry. Vocal melody and mechanism of the Instrument ;3224072670C72LC]- 
melody the main factor in this fctive drama。 Instrumental music had won 
itself an idiomatic speech; Beethboven's error in wishing tb express dehinite 

”emotions therein (7I). 人 A Pythian oracle misunderstood by his followers,，a5 
to the works of second half of his artistic life。 His efforts to voice his longing ; 
sketches and fnished pictures。 People found a quarry of quaint melodic 
harmonic，or rhythmic features in his musical sketches,， for their Music-for-all- 
the-world ; his yecxel un-Spoken，they made a Programme appeal to Phantasy 
(74)， While German composers jogged along with respectability and com- 
promise，a Frenchman took up the extreme ; master and pupil， Berlios 


1 Starcd at Beethoven's enigmatic penstrokes， till he grew 8iddy ; opium-eater 8 


fancy,，a witch-like chaos ; enormous musical intelligence and technical power. 
The supernatural， i.e。un-natural， Berlioz anq_ his orchestra ; lies buried 
beneath his machines (77)。 Formerly the Orchestra had emPloyed nothiog but 
dance-rhythms for its accompaniment of the dramatic action ; now that (he 
Symphonists had broken up that rhythmic Form，Meyerbeer borrows from 
Berlioz the fragments， and lifts them into the voice itself A“frivolous and 
_ Bimsy zwzelodzgyxe ”now constitutes dramatic-musical CWexractexz9l192e (8o)。 


38o SUMMARY. 


Chatier AAA 

Gluck strove consciously to correctly express the emotion indicated in th 
text ; Mozart，by nature，could never speak incorrectly ;grey was grey，with 
him，and red red，but infinitely shaded ; characters of Domp CiozCMNNI sand 
Hofftmann。 Mozart，Rossini and Weber，and their librettists。 Weber in 
Zetzvchzzls forced the poet to erect the stake on which he was to be burntalive ; 
in 一 xryaxzlpe he demanded that the very ashes of his poetess should not re- 
main ; wished to crown his noble Melody as the Muse of Drama (83)， II 
.Layryaxtlpe'i text had been the work of a veritable poet，Weber would have 


” known how to treat it，but he broke his broader melody to pieces, fitted tbem 


as & mosaic, and added a fine coat of melodic varnish, to preserve & show of 
Absolute Melody。 This half-melody left the public undecided，zpexc1ore the 
critics could not take proper stock of the work ; yet never have the contradic- 
tions of the operatic genre been manifested so plainly :attempt to combine 
absolute，self-suffcient melody with unfhinchingly true dramatic exzpression。 
_Weber breathes away his life through Obexvoxx's.wonder-horn (87). 

Meyerbeer， no mother-tongue ; combared with Gluck ; rhetoric and musical 
expression。 M, the starling in the furrow ; taking the word from “the man 
in front ”; the weather-cock of European music ; in Paris at one bound ; the 
Frenchihed Weber and be-Berliozedqd Beethoven fall into clutches of Robpext 11pe 
grim Dezxvi/， Only the dead masters have deserved a martyrs crown ji jlljusion 
v. madness ; odious exploitation of opera-affairs, but on the side of “madness” 
M. an object of regret and warning，not of scorn (90o)， Retrospect， The 
result could not have come about，without the Poet's confedqeracy ; the Poet 
held the title-deeds ;French comic opera ; translated by Scribe and Auber 
into pompous phraseology of “ Grand Opera.” The Poet still heldq the reins 
of the obera-coach， but ousted by M ; opera-confabulations with Scribe，whose 
brain he must have unhinged (93)， Jistorical hanky-pnnkyand a“ Prophet ” 
of the sharpers ; a dramatic hotch-potch with many adjectives ; springing the 
whole thing into the air， An inscenation of the Jerliozian orchestra，but 
dcgradcd Lu 人 osstil as vecal tlls aos wa supthiag fur pvory Nen lo his 
own line。 A delicate compliment to M， The Maz5zc12L1N crowned as the only 
CHLL 友 e72L2C Zoct (95). 

4Effecti ie. a 6 Working，without a cause ”; the object-of-expression re- - 
duced to stage.machinery。 芝 xample : a hero of the Folk and the entrenched 
oppressors ; a thundrous hymn and “involuntary ”sunrise ; the real hero” 
NO 10 poszd 一 Ms Pyrojppele ， characteristically-costumed “communistic” 
tenor and master-stroke of mechanism ; Absolute 下 ffect (99)， 

Cecmpared with most of his mnusical contemporaries，we. are tempted to set 
qdqown M.'s musical capacity a: zero ; yet in places he lifts himself to the very 
greatest artistic Power，when the Poet supplies a strong dramatic situation : 

fourth Act of Fazppxexolg。 But these are exceptions ; the musician's “madqness”; 
Music sunk to utmost spiritual penury ; loss of all power of natural 正 xpression。 
The meaz5 0f 了 上 xpression wished to prescribe the azmi of Drama (IO02)， 


CApaplcxy 7 


Participation of the Poet in the sane relationship that is to come. 
Surve of Music's essence。 Harmony and Rhythm the shaping organs， 
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but Melody the frst real Jphape, of Music， Melody the eye of man。 Greek 
Art，Christianity, and Folik's-melody。 Church-song and IIarmony ; Dance and 
Rhythm。 Bookish music and men to be made from chemical decoctions : 
this Man is Melody ; opera-composers stripping its skin to ciothe a pauppet. 
Instrumental music and Beethoven's yearning (I06)。 Beethoven lets melody 
be porm before oqr very eyes ; for compassing the act of hgzl1zxig，however，he 


” required the Poet ; bis Ninth Symphony and its“ yewde ”melody。 He brealks 


the narrow Form，&and repieces the component parts,， thus pyacli6zng the innet 
-organism of Music in Bearing ; but at last his music's 正 xpression (in this 

.Choral Symphony) is worked up to a dramatic directness，answering the 
highest sense of Schiller's words。， Artistic Deed (IIo). 

Mnusic a woman ; Woman's nature /0Ve ;receiving, conceiving，and bearing. 
Woman's honourable pride，will，and individuality ; the constraint of Love。 
_ Three types of loveless women : Italian Opera the wanton ;French Opera the 
coquette ;German ”Opera the prude。 True Music and Woman surrendier- 
ing her wphoe being， Woman's Deed,， to be ex2ltzely z064l 36pe 15 beautiful 
instinctiveness and Love's necessity。 Mozart the typical Musician. 

Who must be the Man (the poet) this Woman is to love so unreservedly ? 


_SECOND PART. 一 THE PLAV AND POETRY. 
LNLrodwpclo7z7， 


In his Laocbon，Lessing dealt only with descriptive, ie，epic poetry，draw- 
ing a line between it and plastic art ; at any rate he did not mean the acled 
drama ，misunderstood by modern zesthe'es。 Purity necessary to the art- 
waxiety ， reading a romance of Goethe's in a picture-galjery，amidst statues， 
While & symphony of Beethoven's ia being played， Truo Drama i8 no art。 
wxrfzy， Titeraryedrama evolving in the same way aa the hinnoforte ! hammere 
一 but no men : yet both bad their origin in the living tone of human 


Speech (123). 
CApaple7 -/. 


Twofold origin of Modern Drama : the Romance, and the misnnderstood - 
Greek Drama。 Shakespeare and Racine， the twWO extremes. 

Man's inner confict，at the Renaissance， Middle Ages had brought forth 
the narrative poem，with its extrnvagant combinations ; the newer eT& brings 
forth Drama, i.e. the condensement into a defhinite utterance to the senses (127)。 
Shakespearian Drama sprang from Life ; the mummers of the Folk become 
actors :Give me your stage, I give you my speech.” Narrowing the Folk- 
stage to the Theatre。 Mystery-plays and whole adventures of a lifetime ; a 
fitting pendant to the monstrously discursive medieval Histories ; masx-like 
dearth of character。 Shakespeare curtailed aiso the time-length of perform- 
ance ;but left the scene to Phantasy，thus leaving open a door for utter con- 


-fusion in dramatic art for over two centuries (I30)。 


个 he Romanic nations，at period of Renaissance，endeavouring to distract 
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the inner confict by outward show。 Painting and Architecture had made 
their eye exacting; it demandedq the Scene ; stability and unity of scene. 
Aristotle's rules and Racine's tragkdie ; Talk upon the stage, and behind the 
scene the Action (1I33)， 本 

Modern Drama a hybrid of Shakespearian and Racinian ; Germany its soil; 
& Luther，but no Shakespeare。 While all Europe took up Art，Germany 
remained a meditant barbarian ; only what was done with， outside, took hight 
to Germany ; Shakespeare's drama imported by the Folk，Ltalian opera by the 
Princes。 Operatic ostentation of scene 3 had Shakespeare 人 lt this 5%emtz 
necessity，he would have still further condensed his dqramatic Stu 人 (1I30)， 
German actors of last century adapting his Plays,，by omitting lesser scenes ; 
literary readers found how much these Plays thus suffered ; Tieck s proposal to 
restore the sceneless stage。 English 一 and later Germans 一 employing elaborate 
stage-mountings and rapid changc of scene ; the modern poet bewildered by 
this mass of realisms and actualisms，writes literary-dramas for dumb reading， 
or turns to the pseudo-antique (I39). 

Goethe began his dramatic career with a 名 ll-bloodqed Feudal-Romance，、 
Cailz ，written from Hterary standpoint，but cut 如 d revised for stage。 He 
next chose his stuff from Burgher-romance 一 in ZKbxxpoztt 一 Which presented less 
di 低 culties for “mounting '; Submitting to cramping maxims，but not the 
cramped spirit of the burgher Public， In Acoxxl he merely retained the 
advantages of a dramatic mode of statement ; the Uxabzl oO 7NpK8AL 10zoGzt1 
4cluality，but still half abstract,” Aaxst the water-shed beween Burgher- 
romance and Drama of Future。 Seeking for pure artistic Form，he' turns 
back 一 in Z2p22eztzc 一 to method of the French ; finally returns to undramatised 
Romance, to present the choicest hower of his modern world-view (142). 

Schiller also began with dramatising the Romance，domestic and political， 
till he reached naked History itseli apnd endeavoured to make a drama of 
that。 Faced with the modern Scene, he found it impossible to preserve the 
chronicler's fdelity of Shakespeare, and attempted a poetic adaptation ;but, 证 
we alter the facts and actions，we alter their motives，and therefore the 
historic characters themselves ; neither History，nor yet a Drama。 His 
有 /alextrlet1 trilogy ; Shakespeare in tbree plays would have given us the 
whole Thirty-years War (1I45)， Schiller drops History more and more, and 
follows Goethe into artistic speculation ; bis Zriae Of hhexszzpta goes even 
farther in its imitation of Greek Form，adopting the Crcek “和 Fate but 
neither the sophisticated medieval Stu 化 comes to an effect，nor tbhe antique 
Form to clear view ; he turns back to dramatised Romance in 1J850iamz 7211 
to save his poetic freshness， His poetic Ideal excluded actual Life ， the 
highest Art to be a thing of dreams， Thus he hovered between heaven and 
earth, and our whole dramatic Poetry hovers after him ; compelled to strip 
its plumes, and address the dumb readex as a naked novel (148). 一 (下 pitome of 
the chapter) 一 Revivals of old Greek tragedy ;literary Lyrics ; French realistic 
Romance ; revolutionary force of the Folk， Je hoxe MO .Drama ，out 
literary drama a product of mechanism ; true Music can have nothing to do 
with 2 (1I51)， 


本 Man's outward thrust turns against both oppressors 和 but he has frst to 
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Chcplex 717. 

Man's poetic bpehoLNnpey and ipazdixe : ie，natural，and artistic，。 Phan. 
tas7，Imeasure and a yiew in common ; only from the Greek world-view has the 
genuine Drama blossomed as yet its stuff was hlyihorz。 The Folk's joint 
poetic-force ; Man,， disquieted by multiplicity of Nature's phenomena， seeksa 

Cause ; anthropomorphism,， the most succinct of shapes。 Art is the fulhilment 上 
of a longing to know oneself in the likeness of an object of one's love or 
adoration ; Mythos 一 God，Hero，Man (155)， Greek Tragedy the artistic 
embodiment of spirit and.content of Greek 册 ythos ; the shapes of Thought 
presented by actual we ) & complete and Plastic whole， A great idea 
requires a great，decisive action。 Myth, the poem of a life-view in common. 

了 ven the newer world has won its shapinag-force from Myth ; mingling of 
two great mythic rounds in the medieval Romance。 a) Christian mythos 一 
man become a stranger to himselb through Law and State，seeks redemptioa 
into an extramundane Being (158)， Jesus，tzaoIgxwzraLi0ON Lp70U2NA Dez 扩 ， 
a Smile on the wan cheeks and blanching lips ; unsuffering, reposeful bliss。、 
Yearning for Death became the content of all Christian art， unlike the Greek; 
unfitted for Drama，which needs an increasiwg movement。 Passion-plays ，， 
were only pictures ; thbe Legend, the Christian Romance ; Music alone could 
htly ”cpxerexzl the Chbristian Content (1I60) 

b) Second cycle of myths 一 Germanic Saga; here，also，beholdings of 
Nature grow into picturings of Gods and Heroes。 Sun-myths and ancestor- 
worship ; one definite type，with variations shaped by Folk s poetic intuitions. 
Christianity laid hands on the oo but could not touch the branches ; splinter- 
ing the Germanic 卫 pos into its individual fractions ; a monstrous mass of 
actionSs, no longer understood。 Christian religious view lighting up the cozZyp 
of Mythos (163)， The “spiritual.”poem of Chivalry and the leavings of 
Paganism ; Crusades and medljey of fables from East and West; gulping 
down tbe oxllaxzpdxx0。 Stress to fee from an un-understood reality to a world 
of fancy ; close-packed images ; yearning to realise ; voyages of discovery and 
scientifc research, 一 the world at last uncloaked as it really is， Medieval 
romance destroyed, and delineation of reajlity。 了 nowledge of Nature to be 
followed by knowledqge, and shaping, of Human Life (1I65). 

Intrinsic contradictoriness of Cbristian life-view ; the zzaz1tLe1NCNCE of man's 
inner discord became the Church's life-task ; imposing her authority on worldly 
rulers，she drove them to consolidate the State against the Indqividual. 


explore the aclxajzly of human life ; to be portrzyed，artistically，in 及 Romance 
alone (168)， 

Man can only be comiprehended in conjunction with his Surrounding，with 
human Society, and thbis latter by tracing back Historic relations to their source。 
From amid this wilderness of facts to unearth the real Man，the Jnvestigator 
Imust become a poet ;but his method opposed to the dramatist's ; the histosic 
Dersonage's“idea”” based on a view current at the time, therefore only to be 
explained through the Surrounding, and this by a mass of detailis。 Drama 
goes organically from within outwards 一 a simple Surrounding enricheq by 
development of the Inodividuality ; Historical Romance goes mechanically 

from without inwards 一 a compilex Surrounding feeding an empty individuality 
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(172)。 This Romance reached its highest pitch as art-form by moulding 
types，compressing whole historic periods into the caprices of one individual， 
and thus fitting them for our modern forged Historical Drama ;tbhe latter 
again exposed true History's unsuitableness for Drama。 Romance stepped 
down again and sought for Actuality in faithful portraiture of social life of 
-Burgher class (I75)， But the externals of Burgher-society were a characterless 
mask 和 lifed, the whole unloveliness of human society was revealed。 Schiller 
and Goethe turned away rom the sight 一 the latter， in JiLpepmaz Ah2tz5tcz to 
bang on man's true Shape a cloap of artistic beauty。 But an artistic bond is no 
longer possible，where everything is struggling to disband ; the Romance 
becomes Journalism, political articles，and a summons to the People. 

Whoever at this instant steals away from Politics，be'ies his own being ; 
the Poet cannot come again to light till we have no more politics，。 Napoleon 
I, and politics now flling role of “Fate”; we must lay to heart this saying， 
before we can discover zhpay is the true subject-matter for our Drama (178). 


CAabfe” 777. 


Greek “Fate” was the inner Nature-necessity，oxyy ji the arbitrary 
Political State。 Nature-necessity is shewn tbe strongest in the instinctive life- 
bent of the Individual ; misinterpreted by the Greek, from Society's standpoint 
of use-and-wont. 

The Gdipus-myth. 一 Instinctive feelings that prompt all Family love (181)， 
Wont the instinctive basis of human Society，growing into an ethical con- 
ception, but unable to stamp out individual instinct ; the war of these two 
instincts typifhied by the Sphinx ; its riddle still unsolved, and we mnust solve it， 
by reconciling the_ Individual and Society (183)， As the Inqividual 一 
Cdipus 一 had sinned against Society unconsciously，so the JIndividual 一 
Antigone 一 consciously defends thbe holiest social sentiments against the State 
一 Creon。 Eteocles and broken oaths ; in him the Theban burghers recognised 
the principle of Property as a guarantor of order and quiet ; Polynices repre- 
sented the Purely-human，Society in its widest，most natural sense (1I85).， 
he burghers shif their responsibility upon their Gods and Rulers， Creon 
bd remarked that public opinion only wished to avoid open scandals，but was 
most indulgent to sins against the Purely-human ; he strikes Humanity across 
the face and cries Long lve the State ! (188)， One sorrowing heart in all this 
State : Antigone knew nothing of politics, 一 she [oved.，。 What kind of love 
was this? The topmost Hower of all : pure Human Love。 Self-annihilation 一 
in the cause of sympathy。 The love-curse of Antigone annntilled the State ; 让 
fi crasbing to the ground, to become in death a pzpmiajz pezMt。 

Wondrous ! that this should have been the Greek Tragedy chosen for 
Potsdam ! The work whose art-Form was found the purest，had also the 
purest-human Content (I9o0)， 

The Mythos true for all time ; the poet's only task to expound it， In 
CEzdipus-myth a Picture of man s history,，from beginnings of Society to downfall 
of State。 Rulership and ownership. The abslxacl State ; thinkers and“sin- 
fulness” of buman nature， The political State lives solely on the zicey OF 
5oczely，whose Zi7dzlez come Solely from the individual， From the free self. 
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determininog Iadividuality to orzewze Society， ie the conscious task of the 
Future (194). 


ChapAlb7 7 太 


It was the poet's necessary task to display the Individuats struggie to throw 
off the bonds of political State or religious Dogma but this Individuality was 
WO purely-human one, merely the reftex of the State。 No one can depict an 
Individuality without the Surrounding that conditions it 和 wherefore the poet 
who dealt with our moderm Society，or any like it，had to deal with a mass of 
circumstantial detail，from 认 to reconstruct the Individuality，andq finally to 
present it to abstract Thought ; with hzm Feeling is the obstacle, and his organ 
of utterance can only be unemotional Word-speech : from the very first, the 
modern poet has to exhibit a Surrounding 一 the State 一 which is void of any 
purely-human sentiment，and therefore un-communicable through Feeling's 
highest organ，Music。 The return from Understanding to Feeling，will be 
the march of the Drama'of thbe Future (200)， 

The matter of this Drama. 一 Conscience v，Dnuty。 So long shall we have 
states and religions, till we have but ozxe Religion，and no longer cx7y State. 
In the free self-determining of the Individuality there lies the basis of the social 
Religion of the Future， The infnite variety of relationships [for the poet to 
dramatise] when the State &c shali have passed away， Life's“… chief-moments”: 
youth and age，ardour and repose，&c，(203)， The “moment ”of Wont. 
Experience rejoicing at the deeds of others 一 and thereby enriching itself 一 the 
very life-element of Art With the man of instinct no moral exhortations can 
have the e 负 cacy of a likeness lovingly held up to him.。 Feeling，Understand - 
ing，and 72rzzzN1， Through felljow-feeling man gains knowledge ob and 
uprightness towards his opposites，when snatched out of bimself by thbe bandq 
of Art (207)， 

The Drama ifers from all other forms of poetry, in that its Aim is jifted 
into utmost imperceptibility，through its exzlize yeclisaliozt Life， as vindicated 
by its own Necessity ; we must become Amoze75 through the Feeling “so 
MtMil it be.” The dramatic poet's task is not to 36VewL actions, but to make an 
action intelligible through its emolzoxwcl motivation (209)。 The simplest rela- 
tionships and condensation of Action，drawing it round its central point ; no 
naked “moral) nor what js the poet trying to tell us ?” Only through the 
Phantasy can Unpderstanding parley with Fecling ; the 矿 oxxder (212). 


CAapler 矿 

Religious miracles demand an absolute Faith,， a fndamental denial of the 
Understanding ; the Poet has nothing to do with Faith，but mnust be under- 
stood by Feeling，The Dogmatic Wonder unfitted for Art the Poetic Wonder 
the highest product of the artist's beholdings， Its moulding : the stronger 
moments-of-action (climaxes) to be led up to by the lesser ones ; an exposition 
of motives has to fll the artwork's main space ; not merely to lop off parts， 
but to_ condense the whole Content，which tbus seems magnifed， unwonted ， 
7Zozadyotly 一 but is yet the most intelligible presentment of reality。 Natures 
essence not distorted thereby,，but her utterances gathered into one ljucid image : 
possible to xi，through our Experience having gained a clear insight into 
Nature (216)， With the reaction ngainst miracles，even the Poet haq to bovw 
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before the prosaic claim that he shoculd renounce his Wonder， But we Dow 
koow Nature as a living Organism, forever pecomipg， and that we are here to 
enjoy her to the full ;Man once more refers Nature to himself he speaks with 
her and [over her， and makes her a sympathising sharer in his highest mood 
(2I9)， Thus the highest subject for Drama is Mythos，ever xcezv-devised .一 
What are the requisite means of Expression ? Just as the Action and motives 
have been strengthened and enhbanced into a wide-embracing Interest 一 common 
to many，but summed in one, 一 So must the 卫 xpression become a purely-human 
27N20OLI0O11CL-utterance， Word-speech strengthened and enhanced into 72we- 
ypeecp (223)， 


Chabley 1 


Tone-speech the beginning and end of Word-speech ; the Lyric holds within 
itself each germ os the intrinsic art of Poetry ; its fnal vindication by the Entire 
(or Perfected) Drarna。 Tone-speech the most Spontaneous expression of the 
inner Feeling stimulated from without。 Animals，and Man's greater variety of 
emotion and expression ; the Folkslied bending the words to ft the melody， 
Rise of Speech from ringing tones and mother-melody ; the open sounds take 
on 2 garment，like the tree its bark，(vowels and consonants) and thus form 
Jpeechph-zoo15 out of subjective and objective impressions。 Stabreim the“com- 
posing element ' of speechb (227)， This and its word-verse once stood in strict 
relation to that xz-melody which we have to consider as the earliest message 
of a more complex human feeling ; that melody and the number of intonations 
(or accents) was governed by man's breathing-power, 一 the origin of Metre. 

When pocszr ceased to be a function of Feeling，and became a business of 
the Understanding,，the creative league (Lyric) of Gesture Tone and Word， 
disbanded ; the ring of sounding vowels became the hasty clang of Talk ; the 
End-rhyme huttering at the loose ends ; Screwing up tbe meaning of roots to 
， Baccommodate abstractions ; houndering into the grey morass of Prose， Con- 
-vention Dersonifed ia Louis XIV and French Academy (237)， 

Poesis impossible in naked modern Speech : the“ideal reality,” with its 
strengthened actions and motives, to be imparted solely through the language 
of the inner soul 一 Tone-speech, . This expression is not to be aready-madey 
melody, suddenly imported，bnut to &yroz with thbe rise of the emotions. 一 Con- 
cealment of the poet's Aim，by zxea 上 xzz2g 让. 一 A tone-speech to be struck-into 
from the outset, not exchanged by turns with speech of daily life (234)， 

全 ftting 卫 xpression is therefore the 4 przorz condition for realising the 
Poetic Aim，which otherwise could never step from thought to actuality。 For 
its birth，Understanding must Wed Feeling，word-speech wed tone-sSpeech, the . 
manly the womanly, 一 onljy by their union through Love do they become the 
AzNzC1N pe1028 (236)， 


THIRD PART. 一 DRAMA OF THE FUTURE， 
Cpcplexr 7 
The poet has tried two ways of giving Word-speech an emotional expression 
through metre 一 on side of Rhythm ; through end-rhyme 一 on side of Melody， 


(a) Metre. 一 Modern imitations of Greek and Latin verse ; fctitious 。 longs . 
”and shorts ;“schema,” the painter and his “cow”; a fatiguing ride on the 
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bobbling Iambic ;the intelligent actress getting her verse written out 训 Prose 
root-syllables，our linguistic usage，and a chain of rhythmic uniformities (243) 

(b) End-rhyme. 一 The verbal residue of Christian Melody ; the choxrale and 
its neutral rhythm ; only where the breath gave out，came the rhyme, 一 per- 
chance a feminine ending ; the whole verse-line a Preparation for its closing 
syllable y quite in keeping with speech of Romanic races，particularly Erench， 
一 contrasted with German。 Through an expression differing from that of 
everyday the poet wanted to avoid the Understanding and address the Feeling， 
but the ear stood sentinel to bar the way ; the word-poet at last renounces 
Feeling，for Understanding. 一 How does our modern Music stand to this 
modern Verse ? (248) 

Melody could do nothing with this rickety word-verse，but break it into its 
quite unrhythmic factors，and repiece them at her own good Pleasure, 一 or 
else, follow their “setting,”and become a mtUiikiaL jyoW6。 Gluck's endeavour 
to emphasise the speaking-accent completely upset the verse。 The ready- 
made melody will never ft the fuctuating accents of our verse ; to be seized 
by the ear，it must contain a repetition of dehnite melodic moments in a 
dehnite rhythm ; the poet became a mere word-purveyor to the absolute 
musician。 Goethe's verses deemed “too beautiful ”for musical setting : 
”Mendelssohn's “songs zipott words.” How are we to lift this musician 
off his piano.stool，by power of Beethoven's 11oz ?8 (253) 


Chapiexz 77。 


To keep touch with Life，we must win our poetic Expression from the 
speech of everyday。 But the prosaic speaking-accent has no fxed dqweliing 
in the yool-syllables, because ouUr Sentences are too diffuse ; we must condense 
them，casting away superfuous qualifying words, and come to the brief dictioa 
of fank emotion 一 the pbrase 310 011l pyeca 上 4 its nutnber of words and accents 
to be governed by the character of the emotioni a mn of words shuts of 
.tbe main-word from the Feeling (257). 

The natural basis of Rhythm，in Spoken verse, furnished by rise and fall of 
word-accent ; a completely equal strength of accents is permitted neither by 
the yexse of the phrase, nor by the ear of Feeling ; their differentiation corre- 
sponding to “good and bad ”bars，or bar-halves，of Music。 Enolivenment of 
rbythbm by regulation of number of preparatory or after syllabes ; in spoken 
verse the poet could only give two “shorts" to oue “long，but Greek Lyric 
shews us often six or more 一 explanation，the long-held musical note。 The 
Accents to form a speaking-phrase， to which a second shall correspond ; this 
sets the musical bpeal example 一 three word-accents distributed in two bars ; 
an enCless variety of rhythmic devices possible to Word-verse wed to Melody 
(263)， 

Consideration of the separate factors of Expression. 一 These Accents must 
fall on Jetz1caxzl root-syllables ; an understanding of speech-roots will never 
come from Scientibc instruction，but from loving intercourse with Nature。 
The poet and the Snow-fats of pragmatic Prose ; these buried roots still 
harbour life, among the Folk ; the poet, “the kuower of the unconscious ,> 
_ must master their meaning，to utter it to others。 The ?zzzez Feeling dwelling 
in the zozwecl-sound (260)， 

The Consonant, 一 Its oxtlzocaxd function : to hedge one vowel from the 
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other，give draving to its colour，and thas defhnec the predicates af a Subject. 
The poet takes his close-drawn Accents and clothes them with Hke initial con- 
sonants 一 On Principle of Repetition 一 to expeess their kinship : je. Stabreim. 
了 Bat un-like，as well as like，sensations may be thos expressed， through their 
LeAE7XC Oncness。 The visape of the word， and pnot its draggled tail (27o). 
Zrrzoazd faunction of Consonant : to determine the vowel's own character，by 
its roughness of smoothness of contact ; bringing to the inner organism those 
outward impressions which determine that orgaoism to & specifc utterance。 
”Heart, biood, hesh，and breath。 The““eye and ear ”of Hearing、 In Tone 
”Yesides the Vowel's emotional-content ; all vowels are primarily akin，and 
therefore rhyme with one another (unlike the consonants) ; in musical tone the 
vowels individuality is expanodqed to _ universality of pure Emotiony Thought， 
thbus redeemed，becomes an outpour 0f Feeling ; the mother of the ample 
vowel-family is purely-humsan Feeling, in its longing for wllerace (276). 


CAapLex 7A7. 


Distinction between Word-poet and Tone-poet : Worq-poet has concentrateq 
the scattereqd “moments of action ”KRc, to one point the most accessible to 
Fecling ;Tone-poet broadens out this point， till it hlls the whole emotional- 
facuity。 berverse attempts of boets and musicians to reveise this Process. 
The good God, as beggar， and the true Poet. 

The Tone-poet has at his service a clan of sounds whose kindred reaches 
to inhnity ; musical Harmony，on its horizontal Plane ; the water-mirror 
”Whereon the poet's Thought is wed to music's motion ; this image is Melodqy 
(28o). 

This Melody takes an opposite path to the mother-melody whence Word-speech 
”once was born。 Starting with vague and general emotions，man's sensations 
gradually differentiated in such a way as ta need a“rehective ' Speech ;this 
shewn in the Greek Lyrics passing into Iambic /ce of their dramas ; when the 
didactic content got the upper band，Greek Tragedy fell, 一 Euripides beneath 
the ljash of Aristophanes。 But ours must be an advance from Understanding to 
Feeling, from Word-speech to Melody (284). 

[【A parenthesis]， This Melody's resemblance to that which rose from the 
depths of Beethoven s music, in Ninth Symphony,， as the love-greeting of the 
“eternal womanly ”to the Poet， But the Poet must say by it， must pliunge 
with it to the bottom of the sea of Harmony，and rule its waves from thence 
(286)， 

Word-verse merely stzpze for unity of expression，but wed to Melody it 
ZLlatz1y it through displaying the inner kinship of all tones， The “patri- 
sarchal” Folksliejl had almost xzo modulation ; modern music has，but without 
a& dehnite Aim ; Beethoven saw this，and returned to the “patriarchal 
melody”in his Ninth Symphony, 一 “… So only, can we absolute musicians 名 ve 
out an understandable messacge.” Only fov an instant did Beethoven so lower 
the pitch of his melodic inventiveness ; in the “ .Scid CIWaschpzpxpe1t of that 
Symphony lies the type of a melody which springs jzomwr ol the word-verse 
(29o)。 Widening thbe straitened ties of Key to the Ur-kinship of all Tones， 
through power of the Word ; the maiden and the stranger youth 一 typifying 
musical Modulation。 The Stabreim of like,，and of unlike emotional-content， 
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and its expression in musical tones ; the musical “period, ”in which cone 
chief-key dominates the adventitious keys，as the benez 女 emotion includes the 
specihc emotions 和 the perfect Dramatic Artwork will consist of a continooas 
chain of such “periods”each aspPrnging fron it predecessor (295). 


Chaplexr 7 取 


The proxond for melodic advance from key to xey lies in the Poetic Aim, but 
.tbe cncbLn1esi lies in Harmony 一 the most purely-musical element，yet no be- 


.getter but a bearer， Chord, ground-tone and leading-tone ; the ear imperiousiy 


demands the 5oUUdiMNG-OUL of the harmony to a melody，but no Imere nakecd 
.show of chords capriciously built-up on a shifting bass 一 such as learned 
”Modqern Music loves to set before the connoisseurs (299)， 

This““ Melody vindicated by Harmony ”redeems the poet. 一 Simile of the 

two travellers，Poet and Musician ; their opposite journeys round the Earth ; 
the Poet bnds at last the Musician's ship， tbhe empowerer of his artistic Wi 记 - 一 
lpe ozchesfzG (301)， 
”Harmony in itself is a mere thing of thought : to the senDses it becomes dis 
cernible as Folyphony， The human voice tbe most natural “tone-mass ;its 
harmonic blending in the Christian hymn Counterpoint the first stir of 
14uiviuualistu yy tn Obela Le bcksobaatl unlit with subsidiaries to disbiay hig 
melody's harmony ; in Drama of Future no room for personages unconcerned 
in the plot，and Chorus 一 as Used in Opera 一 must vanish ; the harmony to be 
displayed and characterised by the Orchestra (306)， 

The Orchestra becoming an accessory for realising the poets Aim. "一 The 
members of the vertical Chord moving along a horizontal jine of their own 和 
the instruments' individuality resembles that of the speaking-consonant, and 
thus creates a kind of instrumental Stabreim。 Their tone-colour quite different 
from that of the human voice，thus immiscible therewith ; this_ determines 
once for all the Orchestras attitude towards the Sirging Actor. 下 rrorsg of 
our Opera-melodip of heretofore (310). 

Absolute Melody has always been a thing transplanted from the instrament 
to the human voice ; thus has often been doxwped in the accompaniment 一 
second，disfhguring head unnaturally planted on its shoulders ; only gained 
currency when stripped of its words and Played by military bands &c。 Other 
Imusicians ingeniousiy wove it into the accompaniment，ignoring tbe total 
difference of tone.colour (312)， 
4 Verse-melody ”is the uniting bond be:ween word-speech and tone-speech ; 
-it must be upheld by both elements，but never . confused therewith。 Simile of 
.the lake and boat, ie, the Orchestra and the singer's Word-verse (315)。 


CAapLex 柬 。 


The Orchestra indisputably possesses & Su of :peech ie. of attering that 
” which Speech cannot 一 the Unspeakable. IRSTLY，in its alliance with 
ape this faculty was won from its early asSocIRtIOD WITE TREEcSEUFES 0f 
ce the rhythmic beat corresponds to the setting down of the foot ; 记 
mimetic art this advances to the most delicate adjustment of nuances of bodily 
”expression to the“tone-hgures ”which fll up the musical bar ; eye and ear 
_ forroborate each other's testimony (322)。 
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“ssTread it in thine eye"; but the moments of such obvious emotion are 
solely those of perfect repose or highest agitation，and the transitional periods 
are flljed by“mixed sensations,' Partly refective Will and partly non-~conscious 
- 王 motion，where Gesture cannot fallv de 26rre 2nd the and the Orchestra_tRkcs the_Plase- 一 


OfLowZHt (324). 
Athought" is nothing but the remembrance of a former feeling, but in 
turn it waKES A fresF ER and thus Ts the bond between a Dicscnt and a 
non-present mcod。 The Verse-melody materialises this。thought "by dressing 
its words in an emotional garment ; this we now can treasure up in Our 
Hearing's memory，and /hxr 一 though Music cannot think 一 a musical motive 
dshinileimpression_en-thaeEecjing incijng tctfoafunction akin 
to Thought hence the Orchestra, in its SECOND fnction, can bring before 
us the “Remembrance ”of a past emotion，albeit now unspoken by the 
”actor (329). 
ne \Vhere Gesture lapses into rest and the 
melodic discourse of tie actor hushes 一 where the drama Prepares its future 
course in inner moods as yet unuttered 一 there the Orchestra can speak out 
2 “Foreboding.” The emotional faculty like a harp awaiting the Player ; 
through this“longing，we DaewrGc sharers in the creation of the artwork。 So- 
called acTReDODE and an extramnusical label”; its chillingness only 
to be removed by an appeal to Feeling，through a defnite scene or situation。 
Developing a “preparatory repose "into an imbatient longing，&a Strained 
expectancy ; thus justifying，by a presentiment, the eventual appearance of the 
Wonder (334)， 


Chaplexr 7 人 


了 How the various factors of 下 xpression are to be knit into one single Form， 
making possible a single Substance. 一 . 

What it is, that is to fll the body of the drama,， and justify the Forebodings 
and Remembrances by calling forth the full Verse-melody :; the DRAMATIC 
SITUATION， This must grow organically，starting 人 om situations having a 
recognisable likeness with those of ordinary life, and gradually mounting above 
it $ just as the vehicle of utterance of the dramatis personz mnust start with & 
tone-speech not /oo remote from our daily word-speech 一 in order to lay down 
the basis of the Situation and guide our kindled Feeling to a 0 sympathy 
一 and rise gradually to full emotional Melody (34T)， 

The drama to consist of a chain of such Situations，growing out of one 
another。 The Stuff of each fresh qdrama wi 记 Prescribe its Own dramatic Form， 
Whose 91zLY will consist in Unity of j 一 the Verse-melody of 
the performers beng always balanced or made good, and the hearers 下 motion 
maintainedq at 3 constant height by the appropriate “melodic moments' of 
tbe Orchestra (346)， 


These melodic moments ' will answer to YE 
the pillars of all the edihce ; they will thus be few in actual number，an 
ordered in accordance with the Poetic Aim ; their recu will provide the 

highestLUnity aof_ Fopm，stretching not over mere fragments of the but 
Over its 20poL。 
The problem of Unpity solved : not of mere Time and Pace but of _ Action 


| nn 0O1ZRNIC be-jing-and_becomling、 (350), 
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Chkabler JI7、 


The preceding is no arbitrary “system,”but the lesson of experience “1 
have zwwenled nothing new, but merely 1pwxid the continuity of things erewhile 
sevVered. 一 (351). 

The jzxb factors of the Drama. 一 Firstly，poet and musician : are they to 
restrict each other? Love versus“:duty”; laisser-aller，social slavery,， and 
barbarous policey Love is the highest_ evolution of our individual Powers ip 
self-offering for the beloved object， Each“moment ' of the musician's x- 
Pression must contain and answer to the poet's Aim $ what is not worth the 
Snging, is not worth the telling (354)， 证 

Are poet and musician to be two persons or one? May well be two and 
the musician the younger if not in years，in character， But at the hour that 
is，/zvo heads must need lose heart when faced with present Public Life (356). 

The dramatic artwork cannot be realised by the unaided Artistic Will，but 
needs the aid of Life ; the language it speaks must have living elements in it ; 
these possessed by the German tongue alone，of all three main operatic 
dialects (358)， ， 

”But Germans mostljy sing in ranislaled operas, where the words are dribbled 
out at random to the notes. 一 Prussian zesthetes, and ljaws for dramatic declam- 
ation founded on such translations of Gluck's operas ! 一 German singers 
。、_abandanjing_all_true-delivery of the words ; licence of the Recitative， and 
”全 voured vocal_notes ;German opera-composers foliowinTthewakey and cop7 

this sense-confounding treatment， Wherefore a drama couched in the Word- 
Tone speech aforesaid could solely make a mitiiical impression cn its hearers : 
as follows (363)， The singers would not pronounce their words ; the 《verse- 
melody thus treated as absoltele melody, would leave no definite impression on ， 
us ;repeated by the orchestra，it would seem the mere freak of a puzzle- 
brained musician ;the necessary gestures would be omitted, since the singer 
does not realise that he should be an aclor ; in their Place“polite conversa- 
tion,” indifference，and arrangement of folds of dress ; the orchestral ljanguage 
Would lose its last _ significance。 下 xamples ffom 7Tzxzxpizpiiey and ZOpertS72 了 8 
(368). 
To the Public there would remain nothing but the music zjer xe, in fact the 
orchestration ; yet the orchestra, in a sense, should not be heard at all]， Art- 
critics reporting that they had yead a textbook, to much accompaniment of 
futes and fiddjes and trumpets (37I). 
Supposing even the artistic comrades were at hand,， to pez1orwz the dramatic 
_Artwork，we lack the real enabier 一 the Public ; its advancing degradation 
since the Renaissance，since Jcseph II of Austria 一 with Mozart, 一 since the 
French nobles 一 with Gluck, 一 since the Weimar court 一 with Goetbhe and 
Schiller。 The rulership of public taste has passed to the KEhilistine (374)。 

Near advent of an earth-upheaval; the stream of living waters and the 
waste-heap。 Where statesman and politician lose hope and the philosopher 
can only hint， the artist yees already a world as yet unborm ; we are older men 
and younger ; the heirloom (375)， 

The Life of the Future and the Artist of the Present (370)， 
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Above and Below，I74-6, 92，3, 338. 

Absolute : Artistic，I42 和 Effect，99 ; 
Hearing，304 ; Invention， 67 ; 

. Melody, 42，5，82-6，8, 99, IIO，42， 
3I0o，2，3，0I，3; Monarcay，45， 
150; Music, 20，37,， 9, 69, 72,，0, 9， 
8584, 7，8，11Io，23I，89, 9o, 9 320， 
332，40，8 ; Mnusician，30，7，121， 
278, 88, 329, 31, 7, 443; 下 laywright， 
333; Vocalisation， 365; Word- 
0 239，77，8I; “Working， 


Abstract : Art, I47, 98 ; andq Concrete， 
1I23，92 3 Learning, 13 ; Music, 74 ; 
State，192。 

Abstractions，217，30，2，349 ; Har- 
monic，312. 加 

Accents，292 ; Main-，243，55，7，9 ; 
Melodic, 230, 43, 50,， 300 ;Number 
of， 228， 42，4， 55-02， Speaking-， 
240，1，5，50-02，74，9，358，62 ; 
unequal Surength of 258-03. See 
Ridge and holiow, 

Accidental，the，I1I，222，57，5，97， 
339,， 72。 See Chance， 

Achilles and Xanthus，220。 

Aciiilles-aria，Gluck' s，373。 

Acting-drama，an，I140. 

Action， the,，6o, 91,， 125; Behind the 
Scene 133 ; Choice v. Invention of 
2o9 ; a Great, (xix)，150, 21q-1,， 21 ; 
Odds and ends ob I28， 50，63, 2I5 ; 
without a Plot，93 ; Root-，1I03， 
sce Dramatic，Main-，Motives. 

Activity and ContempPlation，203-5。 . 

Actors，see Perforncrs，Sinogers &c。 

Actress，an intelligent，242，3。 
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Actuality，12，36，71，I20，7，38，59， 
I6I，7，8，72，3503 and_ Thought 
140，52，7，76,，97-85，2I1-2，35，52， 
300,，2，7。 

Adam and 了 pve，199， 

Admiration，II2。 

Admonition，loving，200. 

Adolescent， the，I51，229，9fi， 

Advance and Progress，282，4，90， 

_ 338. See Evolution。 

Adventurer，Mnusical，38. 

Adventures， Age o8 I25，30，64-5. 

4 了 stheticians，vi，6，I4，36，48，8o, 
I2I，3，57,，36o0. 

Afpnity，organic, I09，230，76，3o7。 
See Akin. 

Age, old, I81， See Youth. 

Agitation of feeling, 54，218-9，33，6， 
247，56，6I，323， 

Agitators, tricky，98. 

Aim，Conscious，I98 ; Intellectual， 
2I0,，31，4，338. See Poetic。， 

Ajax and Philoctetes， [9I。 

Akin and kindred，the，41，207，26-7， 
230， 39， 68-7o， 6， 9 87， 91， 4 3o5， 
327，32，59， 

Alcibiades，1I86. 

Alexander s 昌 orse，220; Sword, 42。 

Alike, the，22I，3，7，68, 79，92。 

All-dqay performances，128. 

All-empowering，98，350,，6, 72 . 

All.faculty，III。 ， 

Aill-feeling，273，5。 

All-humanitarianism,， 289，302。 人 

Aliteration, (xv), 227。See Stabreim。 

Alps，52，7。 

Aiternation of xpression，234，343， 

America，Discovery of 71. 

Analogy，220-7 ; Superhcial，275。 


， 


IN DZEX。 


8， 272， 12 6 ，65， 
LA956 
Anthropomorph 5， wa 219， 


-Antigone， Po 9， 2 5 Mendelssohn， 


9o， 

Aaaqte ts the，146，50 ; 纪 lse，139. 
pelles， 

人 Apparatus， tic，230， 54，6; 
Musical， as Scenic,， 135-6, 8. 
See Mechanism， Dery。 

Applause,， 43，366. 
abian staljions，220。 

人 Architect and Upholsterer，16。 

Architectonic order of Speech，325。 

Architecture， Greek 240; Renais- 

sance，I31， 

Ardour and Repose,， 203,，6, 

Aria，I8，24，0-9，35，5，9-40，8，9， 
67， 3, 6， 8 77，8I, 1o8 ;traditional 
0 of 28，Io9， 348 -Singer， 


Anatomica]， ee 二 人 
Ga 8 


Ariosto，I126. 

Aristocracy，352。 

Aristophanes， 284。 

Aristotle's rules，(xvi)，I05，24，32，9. 
See Unity 

(Arnold，Matthew，126). 

Arouse，9，234，57，8，71，3，318，31， 
333,， 43; and Satisfy， 86，I27，246， 

299，300,， 40 4， 9， 64. 

Arrogance， Xxvi， I3，79， 

Arsis and Thesis，259， 

Art， Modern,， Io, I23，5o; Public,， ro， 
47, 357 ; true Substance of I6,，I55， 
205。 See Greek。 

Art andq art-varieties，I20-1 和 and its 
Integers，99。 

Art and Life, v 98,，Ioo, 27，42,，7-5@ 
I68，2060，8，34，54，34I，57，8， 
372，6， 

Art - Commercial - travellers， 253 
-Creation，or production，IoI，7， 

130， 42， 229 ; -Dexterities， 25 5 
-orms，I47，8, 72, 7 90 ; -Literary， 
48 ; -Literarians， 3 TI 。Media， 
37o0 ; = 了 Poet， 24 ” inger， 24 ; 
2 ative，48 ; -Understanding， 

2 70 ; -Work， 58，I74。 See 
nre。 

Art-work，the，I2I，55，208，24，78， 
294，5 ; of the Future， 376. 

Articulations of speech，225-7，9，308， 

Artihcial Art，II9，290， 3o3，73 ; 
Flowers，41， 

Artist and Critic，6，!3，6，103 ; and 
Man，25，371，5 ; of the Present， 
376。 See Honest，bPolitician， 

Artistic Fib，i8o，283 ; Faculty，25， 
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下 才 208， oo Standpotnt, 325，72.。 
Volu ，M 
Association of Ideas，3298 Instra- 
ments，3I06，7。 
人 Assonance，227，7I。 
At one with itself，I35，98，9, 210, 32， 


4，46. 
让 < 仙 I86.。 See Greek。 
Attention，Continuous， 29; Intelli- 
ent， 268 ; Musical，86 We 3 753 
uperficial，248 ; 
Attraction，I8I-2， 人 3 S，92。 
AUBER，50-7，89, 9 
Audience，36o.。 See Public。 
-xyzaih，223。 See 了 xpression。 
Austrian Government， I93。 


Autograph-hunting，xi。 


B.。 


BACH，J. SEB.，332， 

Bales of industrial goods， 

Ballet，thbe，25，320。 

Bankers，47，52. 

Bar and bar-parts，242-4，5I，9，61-3 
274- 

Barbarian，& meditant， 134- 

(Bariarorsa， Wagner s xiii， 167) 

(Bardi，I8)， 

Barriers，I69，205，88，352。 

Battleheld， the，I90o，373. 

Bayadere， the God and the，113。 

Bearing,， Act of 1I07，15，42，236 47。. 
337j and Begetti Vii，IO4 好 
scq，200，I7，47, 53， o, 4，96, 355 
3706 5; -Power，247，8， 

Beasts， the，224，5。 

Beat，musical，243，4，60，2，3I9。61。 
See Upstroke. 

Beauty，artistic，50，225，52，5 ; 
Nerve,，374。 

Becoming (jerden)，2I7，338 3 and 
Being，337，50， See Growth 

BEETHOVEN, vii, 69-75 ;the Anchor- 
ite，46 ; be-Berliozed，89 ; KeeowA 
I995 Error of, 7o-2, 199; Followers， 
71，3，45 Ionging， 71-2，100? 
Misunderstood, 69, 72, 4 ; Secret ob 


74，9， 

Beethoven s Symphonies，38，46。7O 
I42; Ninth，75，1I07，iO 
253， 

和 and Enad， 224，45。 
Be and Doer 205-6。 See 
Thinkin 


8. 
ON 26，52，061-2， 2 20 
Ce 


View。 
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(Bell，Edward，xvii) 

Bellini， 入 

Belows-blower，123. 

Bent- Le 206。 See Happiness， 
Life， Thrus 

Berlin : 有 hetes and Score，36o ; 
Theatre，I 50. 


BERLIOZ 75-7，9， 

把 201， 2 nconhscious。 

Bird, the Wood-,， 225. 

Bizarre， 73.。 

Blood, fhesh Ac.，I0o4，267，72-3。 

Boat and Lake simile, 314-5， 

Body，Man's physical，Io4，59,，6o0, 99， 

2 7， 72，323, 42 ;Culture of 240. 

Bombastic texts, 93. 

Bonaparte，see Napoleon. 

Boundaries of Art，I1I9 of Vowel- 
sound，267, 71. 

Brain， the， I52， 96， 217，70 

站 Art'S, 374. 

Breadth and Broadening (musical) 
290, 364. See Condensing and ex- 


RE Suppemr 4 I74- 
Breath，In one, 250, 7，62 
Breathing- -Pauses， and -DOwWer 
228，30，44，5， 57。 68, 301。 
Brevity， 32，I43， 256. 
zzde 01 4Ic55t710， 146. 
(的 Matron,， 199)， 
Briton， the，I32,，4。 See Shakespeare. 
Brockhaus CeezxpzvCzl，14- 
Brook and Meadow，51, 9 
Brotherhood of Man, 375。 
Bucephalus，220. 
Buds of Speech，265. 
(Bilow，IHIans von，xvi), 
， Burgher-Life， 175，373; -Romance， see 
R.; -Society，I75-6,，37, 90。 
Business advertisements， 359. 
Byplay，366, 7， See Gesture， 
Byzantine 了 mpire, 46, 7。 


24， 


C。 


(Calderon，I31). 

Can, must and should be, 73, 798, 278， 
30o5 41，53, 69， See < Musb Wi 

Candid avowal,， 89， 人 

Cantata， Dramatic, ! 25.。 

Caprice, 27，I12，55，8,，7o，3，4， 86， 
2 二 ，279 ; Heavenly， 58 ; Musical， 

8， iof 345，7，8，64，9。 See 


站 185. 
Caricature，34，47，227。 


INDEX。 


人 ee 6， 

ng the m 307，X 

Caterpiljars and Butieries， 人 区 

Chbamber-music, see Vioiina， 

(Chamberlain，H. S.，xv)， 

Chance，4，50，97，129。 See Acdi- 
dental，Hazard， 

Change，Constant，135，71，85，92， 
322, 42, 64. 

Changefulness, 24o0, 83, 317,， 70， See 
Variety， 

Characters， 62，82， 9 2 338 3; -Draw- 
ing，TI20，43，71-0; the Stnte as 
-sketcher， 203. 

9，58,，62， 

8， 这 200， 
)， 12，32 

go 中 32，73. 


207, 97， 8, 303,，6, 7， 
0 1 
Cheerfulness，371. 
Chemistry and Phbysics,， ro5，57. 
CHERUBINI，29. 

Chezy，Frau von，(Zxpzyazllpe)，83， 


94. 

Chief- 了 motion，293; -KKey，288，o94 
-Moments，203j -Motive，215，@ 
220，347，8 ; -Personage (or 
ter)，170，4,，368. 

Child.-murder，I87，9.。 

Childqish tinkle，a，270, 

Chillingness，332，7. 

Chivalric poetry，164， 

Choice，v，155，209，22，3. 

Chorales，244，59. 

Chord, the，290-8，3o7， 

Chorus : Greek， 60， 人 3，335-6 
Opera-，61.3，303- -6. 

Christian Mythos，_ 157-61， 320 ? 
Operatic virtue，660; Organ，123 ; 
Transport，176，288. 

IO4 3 606, 303 ; and Art， 
125，59-60 Conversion ， 1I02， 
164; 了 eath， 16o，3，6，9，76，244， 
3o2 ; 下 olk， 163， 4 Sagas，I062。 

Church and State， 100.7。 

Church-music，I8，20，65， io5， 244， 
303. 

Circle，a wide，241，9。 See Con- 
nexion 《cc. 

Circumstantiality，vii，74，I7o-I，98- 
200，22，32。 

Citizen and Man'， 72。 See Burgher。 

Civilisation，v， 374; ”Greybeard，50% 
frosty Mantle of， 205， 

Civilised Savages， 106: 

Clairvoyant eye，tbe Poet's，278，86， 

7 
ca 203。 See Barriers。 
Classify，57，2o07， 


INDEX. 


Camchord， IT22。 

Himax，274，33，92，342.。 

Clioak，an Artistic， 176-7，365。 

Colour and Form (or drawing)，16o0， 
197-9，207 ; stripping o 和 p 200, 4o. 

Columbus-Beethoven，70. 

Combination，198，200，I2，48，327， 
329， See Portioning，Speech，Un- 
derstanding. 

Comic Drama,， 235 ; Opera，55，92.。 

Commercial spirit the，90,， 359，73， 

Common，Life in，203. 

Commonwealth，I57，26 ;racial，I58. 

Communication，2460-7，8o. Im- 
Parting. 

Communistic，98. ， 

Community，the，I23，3o2 ; of Aim， 
10，105 ; Spirit of 356. 

Compact，264, 350。 See Condensing， 

CSuccnct 人 &c. 
mparison，70，I1 52，223，314-. 

Complaisance, Smile of oieud 1oI. 

Complex feeling，a，228 ; life，342. 

Complicated clauses, 254, 7 

Composer and the Singer，24-7，362. 
See Poet. 

Compound Words,，245，362, 

(Comte，Aug.，202)， 

Concealment of the Aim，208，33， 
349， 53-4，7 工 . 

Conceit，Eaten up with，2o05， 

Concentration，or compression 277 ; 
0f Action，129，55-6，70，214，20， 
255，303, 38, 47 ; of Contents, 264 ; 
了 xpression，255-6，69，321 ; 了 His- 
tory，144，73 ; Motives，2160，3o05， 
338, 47，8 ; Phenonmena，!53-5 60 
21I2，3，8，32 ; Stufft 1I28.30，3，6， 
I91 ; Surrounding，170 ;Words and 
&ccents，257，9，04-. 

Concepts, 100，320， See Abstractions. 

Conceptual Being,，a，1I58，302, 

Concert-public, 311. 

Condensing (ndzzchijexz)，60，TTI，26， 
I28，33，0I，211，5，28，35，6,， 73， 
274，9》， 8， 9，8I!，91，307， 47 ; and 
也 xpanding，246，74，5，7，84，290- 
291，307，!9，04. 

Conditioning，and -ment (Bedizzbzzz 
xviii)，69，73，96，!03，7，67，79， 
I90，210，4，8,，28，35，44,，62,，7,，81， 
299，3060，1I2，20，31，7，4I，2,， 8， 


303，5. ， 
Conditionor and Conditionee, 258, 69， 
287，92，4，313，9，27，9，50，4， 


374.。 
Confiict (or discord)，Man's inner， 
I25，31，58，66, 9. 
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| Conjunction，a broad，(xix)，169-7o。 


200,， 16, 20, 328, 49, 72, 4。See next。 

Connexion， 55321542， coherence， of 
phenomena，(xix)，6，7I，2，152-5。 
168，75，210，3，32，72，93。 

Connoisseurs and dilettanti, 46, 8，298， 
379， 

Conscience and Authority，13I，!32， 
186,，201 和 Guilty，18o，5. 

Consonants，227，07-8，7I ; Massing 
of 257-8。 See Stabreim，Vowel. 

Consonant-like timbre of Instruments， 


9， 


16. ， 
Constant height，a，345，6。 


| Constraint，II1-2，72，93，204，352。 


Consuming，222，73，4。 

Contempbplation，Lile of 164 ; Poetic, 
T77，2333， 

Content (ZLxzkhaL) : of Action，150，63， 
255; of the Aim，234,，83,，324，44 
of Aria，48 ; of Drama，33,，4. 43。 
92，178，341， 9，50,， 4 ; of Gesture 
32o (see Tale) ; of History，I44，5 ; 
LIndividual，70o, 2; of Modern Life， 
141 3 Musical，29，30，9，46，55 
72，4，6,，81，107 ; of Mythos，I50 
I9I ; of Opera，34，45，68，133; 
Purely-human，264，342; Unity ob 
343-5，9; of Verse，243，5，9，50v 
203，82, 92 ; a Wide-reaching，I50， 
28I。 See Emotional，Form xc。 

Continuity，294，348，5o，1. 

Contortionist and mountebank，I0O2， 


373. 

Corteadictoriness in Christian view， 
166 ; Opera，15，50, 860-7 ; modern 
Prosody，241。 

Contredanse，54，5， 

Contrition，93. 

Conventions，72，8，230，L，54，6 
358，65. 

Convictions,， 27，30,， 201，31，56.See 
Unconscious。 

Convincing，33，86， Ia4，45，53，6 
I98, 205， 33，65,， 6 73 81 94 318， 

1 


341， 

Co.operation，49, I22, 336,，67。 

Coquette， the，I1I2.3，4，51. 

Coquetting with themes，307。 

Corpse，4I，57，103. 

Costurme, 61，7，9I，8, 321 ; -Drawen 
niere，177 ; “Fiistoricy”64-5。5773 
Medieval，I46. 

Countenance of the Word，207。7o. 

Counterpoint，79，303. 

Couplet，French，54，5，92. 

Courage，1I，7，90，371，3，438 af & 
drunkard，356. 
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Cow,”“ This is &，241， 

Crazy，68,，93， IOI。 See Madness。 

Creation out of Nothing，37，67，see 
277。 

Creon，!83-8，9o。 

Crescendo， 

Crime, character of 197， See Virtue. 

Crises，283， 33.。 Climax， 

Critics and Criticism，Art-， 47， 
8o, 6, Io3, 370 ;German，57, 8, 63， 
65， 7， 95， 369; & Saxon， 127 ; ; 
Wagner-，3-4，193，37I。 See 下 s- 
theticians。 

Crusades,，the，164. 

Culture，Lands of 18; -Musicians， 7o7， 

Cultured-art，39，!05，282. 

Curse of Antigone， 189 ; Primordinl， 
18o ; of Society，!82. 

Castom I58 ; foreign， 173。 See 

Wont. 
“Cuts ' 83，368. 


TD， 
Daguerreotype of Histo 143. 
Dance, 25，I05，229-30, 00 ; -Gesture， 


239, 81， 319-20, 30, 65; -Piecey 27 
-及 hythms， 246， 97，3I9，31，064 ; 
-Tune，23，5，6，70， 2，7，I08,，250， 
331， See Pantomime. 
Dancing，Right of 54- 
Danng，Artistic， 216， 373。 
Dead，speaking good of the，89. 
Dead Facts，1I75 ; Languages，358. 
”Death : and the Devil，85; Living， 
46; .Longing for，1I59; Release 
through 159，97. See Christianity， 


Death-glance，I159，760. 

Decorum，I14 ; Stage-，366. 

Deed, 42, 6o, 70 97，1IO, 205% 6，305， 
357，72 ; Woman， S，I15。 

Dehance，open，9. 

Dehnition and distinctness， 2 2, 9,82， 
115，29-31，222，0，58，8I，9,，300， 
3I7，21，5，9，30-1，3，40, 9 3， 70. 

Deifying the y，240. 

4 Deliclous melodies， 43. 

Delight artistic, 205， See Enjoyment， 

Demetrius，186 

Democracy，IS6. 

Demoralisation，352，69，72。 

Depths of the sea (of Harmony)，28o， 
284，5， 6, 96，300,，76. 

Description and Delineation， ee 
II9，22，5$，3D0 43，6o，5，8，7o0, 6 
209，10,，31，77，322，32。 


INDEX. 


| Desire，see earning， 


| Dey the 了 2 


Determinant (BOxpimewmene xv 这 )，218， 
222-3，45 060，7，77， 91，2，4， 7， 
308，I2，21，31，3,，4 

(Dewupilrehpe Holt 才 换 到 xi，xiii，IIS， 
124，30-51，68-8o，92-223,， pa sim) 

Development，see 了 volution。 

Dialect, a habit of 261. 

Dialectics，6， 

Dialogue，26，83， See Talk &c. 

2Dtxcplext and Praichlem， 7120,， 77,，221， 
232.。 See Condensing. 

Didactists，283，352， 

Lierzzde/ (the peasant's lass)，52， 

Differentiation，I96，9，203，26，58， 
207，8，81，304，6，I3，42. 

Difftuse， or discursive, 6 0，I28， 254, 77， 

(Dinger Dr Hugo,，6) 

Diplomats，I57，373. 

Directness，I10，97-8， See Seizable， 


Disconnected，The，1lo5，343，7，5o。 


361， 4. 
Disillusionment，I38，68，340. 


Disindividualised，203， 


和 Man， S，I153-4，300，44。 
and distraction, 60，12go 
339，71，2， 

Divert times Xc.，22I，342。 

Doctrinaire，45. 

Doggedness，cruel，190，205， 

Dogma, religious，II4，00，95，6, 201， 
202，I3， 5; 64- 

Donizettl 

Dotage an delirium， 18， 

DRAMA，3，I7， 98&， z00， 208-9， 
337 :一 

As an art-ZGztCty / 

Burgher，I40，99. 

Complete， me Or 38， 
224， 2 30o7，56,，8, 7!， 

Death of 353. . 

Evolution ob 6o-I，330. 

Factors of， artistic， 24。 


es 132-4，42，60。 

uture，103，27 200，i 

Genuine， Or ee “ (das ci 
20，39，54，84，I22，41，50, 6 
342，50，4，04- 

Sn 134，6.51 ; hewest school 
of 148. 

Greek，124， 2 4 7，00，91，240， 
283. See also 

Historical，143-5， 2 modern， 
174-。 


INDEX.。 


DRAMA 一 cowpULO 一 

Italian，18，I31，3。 

3 39， 57。 
ViIDSg，I23， 43， 

Modce TI51， 97 ; 让 and evolu- 
tion oft，124，33，2，4，45。 

Musical， 26,， 32，92， 条 9 

and Myth，220， See Mythos。 

No，we have，150，cf。342。 

in Notes，48， cf，83. 

Opera's make-believe op I9，24，9， 
33，46,，9，54，70, 9， 

and Romance，I25-6，40，2，68， 
17I-2，See aljso 及 。 

Scenic，I41. 

Shakespearian, 124-3o, 3, 4,7-9, 68， 

Sophocleian，1I9，590, 90, 2， 

Spanish，131， 

the Whole，I5，348，64.。 

DRAMATIC :一 

Action (Acoxpdl1opxip， 60，91，2，I25， 

209-23，94，304，21，39，49,，54， 


.370. ，， 

Aim (4brichl)，23，5，33，48,，9， 
IO02，.321，03，9， 70，I。 
Poetic， 

Artwork, tbhe，I1I9，53，72， 

Catastrophe，10o0. 


5， 
ee 


Cohesion,，(xix)，25，9，234, 338, 50. 


Content，48，see 人 L. 

Declamation，48，8I，5-6, 242，3,，9， 

36o-1， 
Form，133 ; perfect，I49。 See 了 
Gesture，365-7，see G。 
Hotch-potch，94. 
Interest，92. 
Motives，347，7o,，see M.， 
Mnusic,， 33 ; ob 16， 
Opera, see 人 
Personages，27，81-2，9I，234，303， 
3o6， 30， 40-2， 9， 0 04， 8. 
4 Poem,”Schillers，I45，7， 
了 Poetry，I5,， 20， 

_ Portrayal，see P.,，Realisement Ac 
Singer，314，01，see S， 
Situations，92，8，Ioo-1，328，37，9， 

341， 5，70; development ob 
368 ; ridiculous，93. : 
Standpoint，19，92，137，9，365，9. 
Stuff (So ), x，3，62,， 84,，I26, 41-8， 


151，3，74，236，342; choice ob 


3I，343. 
Unity，144，5， see U.、 
Drastic Colouring &c,，258 ; Indiviq- 


ualities，74，192，339j phrases of 


Recitative，359， 
Drawling speech，261. 
(Dresden，148，50，99). 
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Drooping situations 34 
Drum-overture，Rossini's, 44。 
(DRYDEN，JOHN，xix). 
Dualistic，I0o5，67，cf 343. 
Duets， Terzets， &c.， 29，38 foe 
soprano and clarinet，309。 
Duty，197，201I，352. 


卫 


Ear，the，227，77，310，2， 2 
enthralling to，264，7o0， 
had in，2017,，312 ; -tingling，42，8， 
298，370o。 See IIiearing， 

Ear and Eye, 1I28， 240 售 73，6, 372， 
318-20, 2 4 35, 7 

Earnestness in Art，6，7，I0O，28， IO7， 
see Honest ; in Life，165. 

有 ae 205. 
arthquake， thbe comi 

下 ast 理 West,， 164. 人 

( 王 bel，J。W.，II4). 

Ecstasy, 98，273 ; Christian，288 ; and 
Horror， 73，5，300. 

(Zadias and Christianity，163). 

0 88，196，201, 31 ; Greek， 


283，. 
《Effect，I5，48，9，76，94-9，274 
mittisical，37，202. 
了 ffectiveness，20，34，352。 
Lp&mi0O81 1I41，99。 
Egoism，50，II3，58，86,，205，I8，91， 
353 6; of the Male,，236, 85. See 
Self 


Ejaculation，a vague，257。 

了 lders，our，204，375. 

(了 llipsis，339). 

Eluctidation by the Orchestra,，303, TS, 
322，35,，40,，66, 8. 

邱 了 mancipation ”of : the Church, 66; 
Masses，58，9, 63, 9I ; Metaphysics 
67 ; Public, 49 了 Religion，06. 

“ 卫 mbarrassed language,”193. 

Embellishment，abs. mus.，340. 

Embcdiment，I38，47，55，200，327， 
348. See Materialise Xc。、 

Emotion，Active and suffering,，257 ; & 
Dominant，294 ; General，expres- 
sion of 49，5I-3，70，IIO，250，7， 
2606，75，340 ; and Thought，2o01， 
278, 8I, 324-8, 3G, 6, 49,， 64; Vague， 
257，340. See Agitation，Feeling， . 

Sensation， 

Emotion-swaying，200, 92，333，40. 

Emotional-content，250，2，74，5，7。 
278，92，4,， 7,，8,，3I3,， 28，9, 67 ; anq 


1 Intellectual-，279，32，318，44- 
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王 motional-expression : accurate， 81， 


35 ; defhnite，or specifc，71，200， 
274， 8o, 91，5$ 7,， 321I,， 37 ; discard- 
ing all，278 ; isfinitz 233，333， 
344 ; perfect， 375 the single， 
345，6，7 ; and word-speech，239， 
244， 9， 82 2， 5。 

了 motional-faculty，or fund，Whole, 
225，77，8I,，94，331， 

王 motional-surrounding, 346. 


三 motional - utterance， or language, 


222，5，0，35，56，78，81， 

Emotionalising the Intellect，208. 

NIN6mdai1N5, 326, see 了 上 motion, Sensa- 
tion， 

也 mphasis，228，39，54，6, 9，69，79， 
292 ; false，2 260. 

Empiricism and 了 xperimenting，24， 
32，6，II0，47，282. 

上 nd- rhyme， 230,，9，44-51,，70，359， 

Enpglish comedians in Gernmuany，134 
Horse-marts，220. 

Enhancement， 217，21，3，560， 8， 
322，See Intensifying. 

ment， 302 Artistic，86，123， 

46，364，70 和 of Nature，217， 

人 DC4， 

Enziching and enriched, 172,， 182,， 205， 
247，75，93. 

上 nxemble- ee 29，38，44，303-6， 

Entertainment，0，39，92，123，35,，See 
Dissipation。 

Enthusiasm，36，IoI，373 willing， 


359. 

ntire man，the，I07，294，300， 

Entr acte.music，340。， 

匡 ntrechats，Melodic,，43. 

达 nvy，9，10. 

Epicurean element， the，85. 

pos,， 6o，119 ; German， 1I063. 

Error， instinctive， 18o， 92， 
31I1， 

Error of Opera，the，7，9，II-20，50， 
1I02 ; of modern Verse，239. 

Essence of Man，I05，7，76，99，202， 
294， 

和 and Phenom:>na，I175-0，210- 


287， 


219. 

Eteocles and Polynices，184.9. 

下 ternal-womanly,， the，I9I，2306，85 ; 
and Old-.-womanly，x91I， 

了 Ethical nctions，157, 79，82，0,，203,，4. 
See Moral， 

xiec1l1c，Goethe's，142。 

Euripides， 283， 

vangelical-Protestant，66. 

卫 volution : Artistic，I0o6，22，350，8 
Christian，288，3o2; of Feeliog。 


INDE。 


28I; Historic， 49， 7127， 9 
Human， 5o， 00，05，2324， 82，9o， 
357 ; Individual，I60o，203，24， 3531 

odern，1I00, 72，5，231 ; Organlic， 

I33，50 ; Political， 50。 See Drama，、 
Opera， Speech &c。 

闻 xceptions and rule，360,，9. 

Excision，214-5，20，55，64，cfF Con- 
centration。 

Excitement，257，see Agitation。 

下 xecution,， vocal, 27，30I，5,， see Song， 
Voice， 

辽 xercising organs of utterance，1 52。 

了 xile，I0，I84.。 

Expanding，see Condensing， 

人 Strained， 240， 333-4， 
339,，40. 

了 xperience，8，36，165，82，92，204-6， 
2I0，89，30o-I，5I，5. 

Exploitation crowned and sceptred， 


9o. 
ni 57，173，91， 206，9，I4， 


223. 
ee th to be，I7，23， 
257，09， 346， 7L， 
EN LUILNUCA)，34，71， 
3220n， 4，35 
and Ai 17，23，38，I102，336, 47， 
345，7I。 
All-emPpowering，350. 
Driamatic， true，87. 
了 motional，see 瓦 . 


day， 2406，56， 339， 41，g 


ea 67，96，I22, 
Factors of，264, 74 

Fitness of 27，32， 财 7，235，62。 
and Impression， See 工 . 
Individual，29，62,， 71，3。 
Inner，225. 

Musical，see M， 

New means of 75，7，332，6. 
Perfected，294，357。 

Supjective and 227, 9. 
0 the，34 


Unity o 287， 4 954 335，43-6，9， 


3359. 
Unanatural， 234。 

Expunging all traces of handiwork， 
337. 

也 xternals，copying mere, 74,， 98,9.、 

卫 xtramundane being， an， I58， 73， 
217. 

了 Eye，the，I04， 27， 几 208，12。 
232， 人 3o5，33，65，76 ; to eye 
27o，85，323，9 1lust ob 1 
spiritualj，!59 3 Well-bred,，132. 
also 了 ar，， 


INDZEX。 


了 。 


Faciali play，!04，317. 

Faith，artistic，9o, 374 ; religious, 758， 
1I6LI，2，0，213， 

False notions，I68-9，see Erros， 

Fame，37。 

Family，the,， 18I-2，9，204，88,，97， 

Fanaticism，orthodox，! 54. 

Fancy picture，or image，!38，52, 65， 
177，211-2，300, 26， 

Far and near，217，70,， 7，81，337， 

Fashion, an article of，I03，see Mode. 

Fashioning，Artistic, 70, see Shaping ; 
Life,，357. 

Fate，Greek，1406，78，9，93.、 

Zax5f，Goethe s，3140-1， 90-8 和 and 

” Helena，146. 


All-dominating，223. 

Bewildering the，198，9，209，33， 
241， 84， 8， 347， 66. 

Body of，275， 

Complex，228. 

Conliucht，281， 

Fndiess，278， 

上 :ssence，or nature of 287。 

ee of 33，5， see motional， 

to Feeling，250-7，66,，74，6，87,， 94. 

Fellow-，195，205，7，14，20，659 
340 


Fixing，or directing thbe，289，9o,， 4， 
304，27，38，4o-1 4， 6，68. 

Imbression on，200，27，46，75. 

Indqividual，200-7，II，9。 

Inoner，222，4，5，6，33，660，304。 

Instinctive，104，8[，2，4，99，206， 
211，2，3，20，8I，323，4，5。 

Kindled，or awakcened，340，I，4，5， 

Language ob 209，35， 8o， see 
Emotional. 

Man of，2o07， 

Moments of see ML 

Musical，I08，28o. 

Nascent,，233. 

《Neccessary，222，3. 

Sn 233，74，317，see Tone- 
S 


peech， 
-Power，247，see 了 motional-faculty， 
Purely-hunian，49，198，20o0, 76, 90. 
9 or displaying to，!99，278- 
.279，86,， 9I， 4，8，305，34,，5o, 70. 
Ties of ethbical，2oo0. 
4 Unconscious,，2060，224。 ， 
ee by, 273-4, 9，30，2-4， 
245-0,， 51，0，62，4，8，9，74，7， 
290，313，0，37，9，57，7o0. 


399 


0 
v， Un 1I97， 200 
206-14， 2 9 46-& 
258, 63-5, 70, 8 9 83, 7，305，24 
343-4.， 
Vindication by，206，9，Io,， 36,， 5& 
. 348，54 ; 21，206，7，I2，24，307 
Fellowship，I83，202，see Society。 
Feminine Ease，253，371 3 Rbymes 


244。 

Fernenting，124. 

Fertilising，or fecundating，40，7Q 
108，9，235， 63,，96，376. 

Feudal Chivalry， 51 3 Lord， 92 
Romance，I39。 

(Feuerbach， Ludwig， vi，xvi，xvib 
154，60, 72，202，47，338). 

Few, the cherished，375. 

Fine work and taste，373。 

FEinished v.the Becoming、the，337. 

Fireworks，Musical，57，94。 

First Cause，I153-4。 

Fish-purveyor and Church-composer， 


47， 
Fixed idea，I92，204.。 
Flcxible mediun，a，100， 
Flippancy，10， 
kloating sentiment，3a，289。 
Flower，the，35，40，51-2，4，IXOI，9， 
I34 ; its scent，40，51，3，325。 
Fluid element，infhnitely，II11，207， 


2600。 

Folk,， the，58, 62.3，97,，199 ; and Art， 
44， 58， 60， I04-9% 7，27，35，53。9， 
283 ; Cerman，5，54， 35 and 
Myth，153-5，62-4 ; Soil of 265 ; 
Spirit of 39，51,， 63，137，03. 

Folk-Dance，25,，77 ; Elemenat，57，8 
Melody，or tune，I8，39-42，9,，63， 
Io4，0-II，hunt for foreigno， 55-7， 
6I，2，9I; Mingling，104，358 ; 
Opera (Weber's) 52 ; Play，18，54， 
1I27-8，31，6 ; boem， II 57 
Schools，264; Scum，45 Stems 
40，57，287 ; Tree,， 45，55，I62。 

Folkslied，or -song, 24，39-49，9，50 
58，69, 98，105，225，89,， 310,，31， 

Footlights，!21，cf， 306， 

Forebodings，Musical，330.4，5。， 6 
340，5， 0,，7，68. 

Foreign Product 35，59， 164, 73,，362; 
局 和 人 向 245，modes of，254，362 ; 

S 9 


Or 5。 

Forkels Labiazmz AIxsrzc，56. 

Form， 23，43， 78， TI47， 76， See Unity ; 
and Content，x，30，4，9，55，Io89 
747.6， 55-0， 78， 90，202， 82.3， 339% 
348，see 人 C 


4oo 


Formatism，35,， 47,， 78，89， 342.3. 
Formlessness，T31. 
Forms， Musical，I8, 9，28-9，37， 
46, 92，IO7， 9 吧 
Found v。 Invented, 260,，99，351， 
Fount, a hidden，57，4，12 ，41， 883， 
229， 66， 374-5。 
Frantz，Constantin，3。 


Freedom，49，59， 96，I40， 281 g of 


”Action, 179 ; ofthe Individual 1 
167,， 7I, 93-4, 7，351 3 of Thoug 


I96-7， 

French Academy，231 $ Cavalicrs， 
373 ?y Composers，14， 28，54-0， 69 ， 
Dramatists，I41, see Drama Lan- 
guage，245，357-8 5 Opera，II2， 
see 0O.，and Paris ; Singers，359， 


369. 
Frenchman，the，54 和 and Italian， 
educated，I371. 
Freshness,，136, 40，7，88，374- 
4 yetide -melody，I07，IO，2090。 
(Friedrich Wilhelm IV， of Prussia， 


ISO)。 
Friend, the dying，T59. 
Friendship's outward forms，352. 
Frivolous， IT2，38，236, see OPpera。 
Fugue，332， 
Fulflled, the，I98，28I,，99， 
Fulness of expression，257，66,， 7 3， 
277，8，94. 
Fundamental note，288，90-7. 
Future，Life of 97，376, see Drama。 


G。 


(Gaiilei，I8). 
Galvanising the corpse of Opera, 57 

” ”see I03. 

Garment of sound,， 226,，7. 

Cedanrke and Cedezzhe1p，325。 

CeozXtIOGCZX (periodical)， TI4- 

Cezrf and Cre5yet，325。 

General anji particular，vji 8，9，74， 
I7I，266，88-9，91I，5ce Dehnition， 


Specifc. 
Geniuses of fhe Past, I2,， 44， 62，90-I. 
(Cexzt0OZCDZ0; Schumann's，150). 
Genre，Opera as an art-，3 15， 7，8， 
24, 30, 4 8，50，70， 8o，7，90， 2， 
TO02，35， 
Gentlemen, see Notables。 
Genus including Antitheses，207， 87， 


German : Composers， z4，35，49，74， 
362 ; Folk-Melody， 52 ; 
Language，245-0， 357-8,， 62，9; Or 


2 3，: 
G 


et Secq，| Half-drama， I41 ; 


INDEX。 


374 8 Princes，135， 373 .Erotes- 
tantism， 7348 “ Realm， 113 和 
Singers 359-63 3 Spirit 5 53， 

ermanic raAces，I37，067，4。 
Germany and Art，1I34，6， 

,Gesture， 78，I27，225，6,， 38， 8I，317- 
324,，65 ; and Orchestras 319，27，4， 
330， 5 64-8; the Unspeakable of 
32o0, 2,，06, 7 


Q. 
Given time，place 文 c，222. 


t | Giving forth， 278，see Imparting， 


Utterance， 

: GLrCK,，26,，38, 48, 80，133,，36o0, 73 5 
Y. Meyerbeer 87.8 ; s Revolution， 
26-7，35，45，see 50 ; Successorss 
28-9，38,， 45，8. 

Gnawing its own flesh，58. 

Go-betweens,，248，56，317. 人 

God, xi 3o2 ; Elect of 538 ;Fear of 
244; to the Glory of 123; the 
Good, 37,， 76， 278 ; and Love, 204 ” 
's Will 158，213 3; '8 Wisdom，47， 
65，174. 

God as ar the，278. 

God within him，the，97。 

Godly, the，I14，89. 

Gods，Man-created，60，153-9， 6 ; 
Sacrihces to，185，6，91。 

GogTHE, xi，121，39-43，6 7 8 76， 
178，99，252， 

Gocls z01p Dez0icNzMNS2N，139。 

Goiog-under of State, 4，I90，201，9， 


(353). 

Gold and Art，374. 

Good and bad parts of Bar，243,， 4， 
299， 62-3. 

Greek Art, I04，24，57，240， downfall 
of，373; Culture， 240 ; art-Form， 
xz42，6，7，53 ; Mythology，20，I42， 
see M ; Tragicists 133，56，9I，282- 
283 ; Verse,， 230，9-47， 3832-3. 

Greek Tragedy，6o, 146, 200 ; Down- 
fall of 283 ; and Myth，155-06， 91 
modern Performance，149，50，90. 

Greek views of Death，I59. 

Griefks of Life， the，159. 

Grotesque,， the, 373. 

Growth， 233， 82， 3o5，75; and 
Maturity，203，33 ; Organic，330， 
337，8， See volution， 

Guard，Music at change of 3I1， 

Guides-to-Feeling，344, 

(Gutzkow，I438)。 


也 


Habit，I79，205，82，see Wont， 
-melody，56. 


INDEX。 


Half heartedness IT，3，7，738，222。 
Half the man apiece，274. 

Hammers 一 but no Men， 23。 
(xiz)，xoo，219,，82， 


“Hang-together， 
349，58，see exion &c. 
Happi Bent-to-，158，66， 75. 


Pa 0 ， 6061，338 人 
ic 多 和 .5 95，aee 


oa 
HARMONY， 52，XO04， 299， 9，303 :一 
Horizontal，238o，1，4， 
Jncomplete， 52， io 
atuein of IO5，298. 
an306 Me ody， 4， 24 97 3or，3， 
TO-2，5，39，4 
Sea of 28o，0，375. 
Sounding out the， 297-9，306. 
让 I23，302. 
ertical，28o，95，6，307， 
Waves of 161， 30I，0，14- 
Harp simile， 331， 
了 azard,， 218- -9， 43, 339，see Chance， 
Head，a second，317， 
Heaping of motives， 221，347。 
Hearing，the，246-7， 9,， 79， 3475 28 ; 
4 也 ye” of 268，an of 
373-6 ; "5 站 era 2 297， set 
了 ar. 
也 eart，the，272-3，5; Tanguage ob 
39，53，4，1I0I，274，37 5， 
Heaven and Earth, Hovering between， 
1I47- 
Ifeavenly Power，a，173， 
Hebbel，FE. (dramatist)，149， 
ebpoemer and .cxppU75，259. 
Heightened expression，234，40， 6， 
254. See Intensify. 
(Heine，Heinrich，!48).。 
AledcztpxiA， the， 163. 
Helpb.in- need， a，246，365. 
Helper and helped，38，49，79, 83-4， 
IOI，3，235，70，320，32， 
Heritage an 到 arvest， 229，88，375. 
Fero，the，6o，1I55 ; qramatic，60-1， 
63,， 96.9 2II ; of the Folk, 98. 
Hero-dom，Cermanic，I24-。 
Jiibbogryph，56. 
4 了 Historic”nmiusic，64-8，see Be 
Jiistorical 了 vents and Facts 1 fo 73 
infuence of，I40，75，358; 下 i elity， 
144, 74; Hanky-panky， 94; Periods 
and personages，I73， 
Historico-dramatic，69，see 卫 ， 
Historico-political，210O，55. 
Jistoriography，I43-4，68,，73. 
History，Actual，191 ; Garment of 


470; Secret ob 174，cf，374 Sin | 


of 1I92， 


40f 


History and Chronicle, rz28, 39,43, 57。 


224- 
Hocus- Musical，43. 
Johmann,， 了 ,A.，8I。 
Hold on life，46. 
Homejand，Prnmal，35，289。 
Homelike Or -bred ， 1 6，I164. 
Honest artists，9，I12，29，30，4， ,8 
隐 7》， 92，1I20，37，45，72，283， 


Honour andq sense of 8 


Hope，37I，4，5， 

Horse metaphor，31，cf，、56，93.。 

IIorse-marts，English，220， 

Hostility, a strange，222. 

Iuman Being， the，Io7，30，57 8，89。 
I99，236，309, 75 ; Search for， T69， 
176。 See Man， Purely- human， 

Human Form, the，154，7，24o0. 

Human Nature， I72，7，82，8， 92， 
221. 

Human Race，288, see S 

Human-interest，WVarmth of 人 

Humanity, feeling of 189.9o. 

IIumility and Subservienee， 352. 


'IYymns，65，98，I6o0. 


Hypocrisy，II4， 88， 97.。 
HIysteric and historic， 68. 


1， 
Iambic，Greek，283 ; Modern，241.3。 


3599. 

(Ibsen,， 本 .，I77). 

Idea (Cerz1p7tti012g)，156，04, 9, 70-I，3， 
214，See also Motives. 

Ideajl reality，232， 

Idealistic dreamer，70，94，I147，76， 


199. 

Idols，195. 

Ignoramuses，260. 

[llusions，16-7，36，48，9o，9，I02,，77， 
199，242，5I，2，329， 068，72. 

Image, (ZL ie 和 likeness“) 215-2， 
213，0，24，7，32，8o，see also 
Mirror. 

Imagination (prildiongpgli， 


了 53，64-5，21I，7 5 the 


Imitation and imitators，39，47，74。 
I07，24，3I，3，239，41，288 

ImmisciDility，25， 79，I121，04,， 309-13- 

Immorality，socigl，149，77，883. 

Imparting (0bzlipetlexz)，104，52，98， 
208,， 31， 2，5，40，99,，339， 《3 lm- 
pulse tu，51，71，153，207，20， 33， 
247，65,， 6 73，7,，355，75. 


2 人 
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Impassioned, 228, 73，see 上， 
Impossible，the，8，1I8，23，71，84，7， 
278,，356. 
Impression and 
256-7，62，4， 6，72，320，50，03， 


Exbpression，227，46 和 
2 0 Instrumentists，executant，43，366. 


INDE 人 X。 


Instrumental idioms，70-4，320，332， 
370. 
0 442 VE clevem ”371， 


Incombrehensible，the，I57， 8，69, | Insularity，national，54，8. 


217. 
Inodecisionp， critical， 14 8 scienftific， 


217. 
Indefhinite,the，329,， see 卫 , 
Independence, feeling ob 49，see Self 
India and Columbus，71， 


Indifference，I75，219, 46， 317， 03，7. 
8o，3c2 ; Self- | Intensifying (Yezgzrwzig)，214-9，60， 


Individunl，the，I22， 
determining，188, 202 ; and Society， 
169，75，9-88， 93-204 ; Specific,， 
this one，205，22，341 ; enriching 
his Surrounding，172，346， See 
State. 

Individual powers，78，IOI，353. 

Individualisation，6o,， 8[ 9:，115，28， 


130o, 65,227, 57,81, 300,21, 30, 70.1，| 


Individualism，sheer，303， . 
Individuality，I52，60o，70-2，91，3， 
352 ; Conscious，195 ; Inner，0OI ; 
Practised，II3，99 5 Purely-human， 
I98-20o, 2-3, 342 ; of Speech-roots， 
267; ofTimbre, 316; Woman s, I1I. 
Jnequality，individual， 342 Social， 
192，6,，353， 
Iufhinity，273，9。 
Inhectional syljables，see Prefx. 
Inohuences and impressions from with- 
out，153，70，208,，18-9, 22,， 6，3D， 
272，350. 

Ingenious Accompaniment，an，3I2. 
Jnitials and Terminals，220, 7, 07,， 7 了 
276, 9, 93,，3Q8，9, see Stabreim、. 
Inner Man，1I124-6，224; Stress，134， 

see 工 hrust. 

Inner and Outer，98，I03，63，75 ; 
Man，I1o4,，267,，73 ; Sense，230. 
Z1zzzpttkett. or Inwardness，52， 4，520， 

13I，40. 
Innocence，III，5。 
Innovation，185，0, see New, 
Inspiration，artistic，14，36，7，75，98， 


Intellect, the poetising,， 21I，3，232，sce 
Understandqing， : 


Intelligibility，artistic，81，I20，47，. 


152-3，7o-1，98，9,， 201，9，II，5，0， 
218, 20 3, 31， 2,，3, 41， 2，08，85,， 9， 
290，3，4，9,，3o4，I1，7，22，4, 34， 
337,， 41， 7，9，50 4，70，、 


294，3I8，21，see Strengthening. 
Interchange (or mutual reagence) of 


idiosyncrasies，59，190，7，202,， 25， 


342，53。 . 
Interest，active artistic， 100, 233，370, 
373; of Feeling and Senses，207- 


2 46， 57， 8， 68， 97， 304-》， 40， 
Inierweaving themes, 73,， 109-1o, 290， 


Inionation， 228，9，57，sSee Accent 
Intoning (ritual)，24， 
Intriguing，I92，373， 


Intuition，(2，207)，see Nature-view， 


人 二 本 二 名 全 和 


Inventiveness，musical，100，290，370. 

Inventors，mechanical，70. 

Zhizee1lza 3 7atzT7， Guck's，373 
Goethe's，I42,， 606， 

Irony，ix，!0. 

Italian Audience，an，53。 

Italian Composers，28 ; Courts，18， 
135 ; Language, 357-8, 62 ; Singers， 
359,，69， See Opera。 

Italy，56,，89，91 ; its lack of Drama， 


1 ; the homeland of moderu Music， 


3》 


了 


ESUS，I158-6o. 

oo. | jew the， 47，87. V 

InsbDired hero,，a sham，97-8. | Jocasta and CEdipus，18I.3，9，236. 

Instinctof Artist, I3 ; and Conscience，| jJodel, Tyrolese,， 52. 
2o3 ;Individual，!74，9，8o，2,，3,，| Joseph II of Austria, 373. 

”1T86, 96 ; Musical，37，73，II0. Journalism，178，see Newspaper， 


Instinctive (CI1ztzotLLpzizLtzcp)，72，104， 
II5，92，4，7， 8，9， 74，92，20I，5， 
207, 00 5 9，8I,，3，7，97，305，52， 
323，5，3o0, 4 54，05，70， 


Instrument，the inusical，307-9，I3， 


310-7， 23， 32. 


Joy，I0o7，375 ; and Sorrow，90，ex。 
pression of 08，73，225. 
Joy-in-Life,，41，I59. 
udqoeo-Christian miracles，253. 
udging，I8，6o，I08, 79,， 207，IT， 
uggling with words，7. 


INDEX。 


KK 
Ke aceop & ee 79. 
Kind,，(Ayetxchwls-Hibeettist) 53，82， 
人 indred，see Akin。 


ie and castrato， the，53，2938. 

Knowable, the，205 68，98，322. 

上 powers through the Feeling，209， 
cf 236, 65，330, 46. 

Knowledge,，372 5 of Man，165 8 of 
Nature,， I65，216，7，300，37. 

用 now-nothingoess，37I. 

(上 olatschek and Kuhtmann, TI18)。 

(上 bnigsberg and Muckers ”IT14). 

(Kx fom KCAMNCUI 155). 


L 


Latbels，explanatory，24I，50, 332，44. 
Laisser-aller，352. 
]Laius，!81，7，5，9，92. 

Lake simile，314-5， 

Latin Poets，I131I ; Verse，239. 

Law and State 1I58，66，204，sece I84， 

188, and S. 

Lawgivers，18o,，352，see I92，3. 

Leading-tone， the，29I，2，7. 

League of Gesture，Tone and Worda， 

229, 81,， 2，333. 

Learning and her problems，42， 

Legends，Christian，16o. 

Lessing (xvi) ; Zeocoop，II9-21。 

Liberals，the，45. 

Librettists，19，38,， 43，see Poet 

“LiCbe -Stabreims，270, 92-3. 

《Zeber2elzbO1， Wagner S，xiii). 

Lies，I0，!50， 74,，249, 84. 

Life : Greek， 1413 JIuman， 165-6， 
203 ; Instinctive， 355 8 Lingenng， 
46 ; of Pleasure, 373 ; Sensation of 

”159， See Art， 

”Life and Death，4I-2，I05， 59-6o0, 


353。 
Life and Love， trend to, 202， 
Life-bent，158, 79. 
Life-conditions, 09, 105， 201, 72, see C， 
Life-need，Io5, 342. 
Life-view，I20，57，sSee View. 
Lifted above qaily life，215，2I，34， 
327 34， 9 41，cf 219，54，78， 3o4， 


338,9， 49， 58. 
Liflingsand lowerings of Accent, 2471， 


.242，58,，9. 
Light，special，279，93，304，35， 
Like-needing community，a， 302， 


4o3 


Likeness of an 0bject，155 ; of oneself， 
0 335 2 2 ee 
nguistlc usage，231，42- 
LIszT, v,， 8123; (Cellexylo xi， 130 203). 
LITERARY WORKS，WAGNER S :一 
(4Lzt apd CHNCLC 154，163)。 
Lzf-Wozh& 01 Me pailai7e v， mi 呈 
8, 7o, (xv xviii 155 338)， 
(Deethovew， 317)。 
(CowNUNICGLiON LO Hi] LN Vi 
Vii，xiii，xv，15O).。 
(CezrwaNp L718 0NL PopAKc3 4)。 
(Cez1110N 112 PrzTr， 199)， 
(/erai or Nazaxe1p， xiv， 160)。 
(_]/zxsdatzi1z 2 [NUIUC，V，Xvii xX 
(4bzpize-Dzrama，Onp 1Ue pc 1 
Opera 0UNL DzC1C，Revision 
Vii，ix，x，(xi，xii，xv，xvii)，4。C 


(158). 
(4 Zhealre 1/Oz Zaztp ix， xx)。 
(Vaterlandsverein-speech, xiv)。 
(Jpepexigzw，1O7)， 
1I37，8， 39 Mechanism 
of 1I51，230-I，54，0，7. 
Logic，Mechanism of 198. 
(LoHENGRIN，368)， 
Loneliness，or isolation，5，25,， 41，59。 
105, 22，229, 77, 303, 21 52, 6. 
Long-drawn tones，257, cf Note.。 
Longing, Artistic, 39, 70，I， 2，I06，53。 
155,70，233，52, 300, 31, 3,，75 ; and 
Eulhlment，I33，2IS，334 5 Indi- 
vidual， 了 
Longs and Shorts, 241.4, 6o-1,. 360。 
Loosing and Binding，232，70， 87，95， 
307, 63. 


). 
) 
Yi 


.Louis XiV, r92, 23r. 


Love : Pond ob 353, 5 和 了 lement ob 
205; for Fellow-men, 73,，51, 96, 554， 
203，352，75; Filial and fraternal 
1I81，9; Necessity of TD 多 839 ; 
purest Human， 【89-90; of Maa 
and woman，vii，13， II-2， 9 
[8I.2, 9, 236 71 85, 8, 95; Paternal， 
18I，8,，9，9%o, 204，5; Spirit op 37， 
97，207， 0. 

Love-curse，Antigone's， 189. 

Love-entreaty，I51，285. 

Love-greeting, 285,，307， 

Love-offering，270，353. 

Love-titillation，artihcial，99，198。 

LovelessnesSs，IT12，4，205。 

Loveworthy，37，235， 

(Lucerne，7). 

Luck，God of 41， 

Lungs，273，361. 

Lust，vulgar，154。 

4 225L 2U1NL Cei 思 ”270，91，2. 


”Luxaxtelo， 57，89 


4o4 


LUTHER，134- 

Lanxurw，Man of 40, 6 50 9 706 ; in 
Opera 45，I35，308. 

Lyric， the，00，200，24，9，30，40,，60， 
281-3 ; Literary，I48 ; Religious， 
Z34，302. 

Lyric Moments, 84, 30% 85 Outpour， 
305，6,，see Melodic。 

Lyrists，Greexk，201， 


M. 


Machinery and Man，76，109. 

Madness，12，30, 4，51 72，9， 90, IOL， 
I02，3，IT，367。 

Main-Action，I7o，2II，4-53 Word， 

_ 257-8。 See Chief 

Make-believe，33，320,， 72。 

Makeshi 化 ，277， 

Making and Creating，337，49. 


Making men from decoctions，105。 


Man， ily，zo4，6; Modern，1609， 
1I99 ; the Poet as，I15 ; the Real， 
I69, 92，9,， 2o2，89. 

Man and his fellows，I53。 

Man in front, the，89. 

Man at his highest, 339. 

Man and Myth，I55. 

Man and Nature，158，83，217-9，29 ; 
contradiction between，149. 

Man's nature along one particular line， 
I560，70，211，94. 

Man v，Philistine，374- 

Man and Wife，40. 


Mankind，a Champion of 97，9; 


History of，I91， 
Manly and the Womanly，the， 107， 
217，35-6，85. 
Manna from the clouds，58. 
Many and o11c，221-2，7，6S，321， 
Many-sidedness，Man s，203. 
Martyr's crowvn，9o ; death，1 58，64-。 
Marvellous, the, see Wonder， 
Marvels of Monstrosity，I65，cf. 3o00. 
，92。 
Masks，01-4，128，76，321. 
Mass，the， 49， 304，6 3“ 到 mancipa- 
tion of,”58，9，63，91， 
Massing words and consonants,， 257-8. 
Materialising，33，302，27，8，9,，48. 
Materialism，70，90，102， 
Mathematics，217， 
Maxims，cramping dramatic，140. 
Means and end,，I7-9, 76,，I02，20, 370. 
Mensure，!98，205，II-2，4，8，76 
Human， 153， 7， 05， 221，339 ; 
Rhythmic, 225，5，39，40，52，02。 


INDE， 


Mechanism，96，8，9，102，38，74， 
337, 91， See also Organism， : 

Mediator，or messenger，224，36, 73， 
313，24，55. 

Medium，14o，I， see Surround.ng. 

Medusa-head of Beethoven, 46. 

Mkhul，29. 

(Lfctiexr，7Ne，xv，I62，77，99)。 

(MEISTERSINGER，DIE，205，304)。 

Meistersingers,， thbe，239. 

Melismus,，362， 

Melodqic Moments，346-8. 

Melodqic Motion，288，96, 7， 

Melodic Outpour，108,，328， See 275 
and Lyric. 

Melodic rise of Pitch, 203.. 

Melodique，8o,，239，310。 

Melodist，a recent，253。 


-Melodrama，TI21， 


MELQDY，51，1o3-1I，225，8o.7， 
359，41 :一 
ea and Birth of vii，107.70， 
2 


Christian，244. 
Dance-，78，250，310，see 了 ， 
Evolution of 248.9. 
Folk-，Io4，6-8，I1，261，82，3，8， 
Frivolous，8o，253. 
Harmonic，52，cf 288。 
Instrumental，7o. 
Meyerbeerian，8o. 

Mistress，77。 

0 or purely-musical, 252, 63， 
294，99，327，59，75， 

Nak 才 纪 汉 7，59，75 

Notes of 297，31I0，61I， 

Operatic,， 40.3，8，58,， 69-7o, 7， 319， 
362 ; absolute，79,，99,， 31I， See 
Aria. 

Orchestral，79，319，20，3，35. 

Ready-made，83，!06，8，233，5$o 
337, 48. 

及 hythmic，55，225，49，60，I 

Rossinian，42-5，9，51，82，5， 7，8. 

Segments 08 228，44。 

Self-su 负 cing，87. 

Tonelesis, 243。 

Z7-，or mother-，225-6，9，30，5S， 
28I-2，4-. 

Vocal， 
orchestral accompaniment，3o00， 
3o7，Io-2, 4，35，46.， 

Weber s transformation of 49,，51-3， 
St 8 

8n Ord-verse，225，0，30，43，4， 
2 人 2 9 2 

9 ，3，9， 2 3J，79。 
See also Verse。 2 


60，79，250，319; and 


INDZEX.。 


Ms 331， 5 

-一 cmory，I59。 

ed 27， 2 Lies。 
下 1I5，0，36，150，353, 


Mzphistopheles， 191， 

M ，&rtistic，198，2313，49, 373， 
317-0， 57， 78; 5 

Metastasio，(I8)，I9。 

M 'tre，or 4felrzz4，228， 39- 471，9，67， 
359，cf. Prosody， ANLANZ24。 

Metternich， Prince， 45，52， 

MEYERBEER ， vi，ix，9，15，6，69,， 8o, 
87-1o1，(312) ; and Seribe， 93- 5 
the Weathercock，89. 

Meyerbeer's ieazertoly， 63，06，94， 
1IoI ; _Pyzojpph2ce，(xvi)，66，94， 6- -9 ; 
Kobpert [pe Deztlp 89，94. 

Microscope, the，212，9。 

Middle Ages，18，124-5，8，31，00-5， 


66，2309. 

Mill， CliP-clap of tbe，55. 

Mimetic art 281,， 320, 30, see Gesture， 
Pantomime. 

Mimic battles &c，138. 

“Minutice of Nature, 217， 

Miracles，213，7， 

Mirror，Water-，36，28o，4，5， 314， 
375，6, cf 1 236，75. 

(Misquotations，178). 

Misunderstood，Beethoven,， 69, 72, 4 ; 
Wagner vii，5,， 351，7，69， 

Mode，the，59，08,，73. 

Modern Nations， 230， 358; Sen- 
ee 200， see Views， Vide 


Moduiatog 28， 258，88, 9，91I-4- 

4 Moments， 203,61， 95， 63lo， 33 :一 0f 

Action，I25，8，21I4-6，20，2， 世 ， 

277，321，33 ; Chief-， 2o3， 14.3 

of Expression， 227， 中 062，0，77， 

297，33I，4，45-6 ; Feeling， 76o0， 

233，49，56，77， 81， 90 4 347 ; | 

Gesture，305 ; Melody，245， 

above ; 人 efhection， > 

232， 60， 358 ; mn Ca 
233， 

Monarchy，Absolute，45，I50. 

Monks and clergy，66。 

Monochrome，370, 

Monody，29，55. 

(Monteverde，!8). 

Monumental the，v，141，8，240, 

， Mood， High- strung， 97， 218- -9，25， 
233, 46, 56, 335 405 5 Inner 330. 

4 Moral ' in Drama，no，210. 

Moral Se 204 ; 卫 xhortations, 


405 
200 ; -Sense，188 View，155，see 
Ethical 

人 Morale， 人 7，8，96，. 


Qiongan， Mrs JP.，762). 

Morrs dancers，I34-. 
Mosaique，a musical，85， 91， 
Mother-element，235,，76，84，96， 376. 
Mother-tongue， 87， 359， 

Motion and “movement ' in Art，10O5， 
ee 6o，240，0o，96, 307, 2 
Motivation，38，215，28，305，64-。 . 
Motives and Actions， 83， 1I27，4D 
143-4，56，64,，73，207，10,， 4-0，20， 

255，94，304，5，22，8，38. See 
Strengthening 
Motives， Musiel 312，29，35，47-8，. 
cf 363-4， 7，70-1I 
MozART， I9， 35-9， 41，8I-2，115， 
373. 
Mozart's Co058 攻 7 3 LDOom 
CiOZC1Nt1N1， 5，37，44， 
Apaxro，3 7 62， 373; 耻 We 
人 42 人 WoOIKS， 
2 Nose,”36; To，37 
en 36. 
Much-doiog Romance，148. 
Muckers，the，II4。 
Multiplicity，or plurality，1 53.4， 7， 
1I61-3, 77，227，302，20，1， 47， 
Mummy，a mojestic，41. 
Mnuse of Drama : 0 57 8 
Mnusic as，83. 
MUSIC :一 
Abstract style of 74- 
Canons of TI9，105， 
Christian，1060，302，see Church.。 
and : 9，34。，54，I99，208。 
248，see Poet. 
Essence，or inner being of，33，9 
49，I03，4,，I5，292，329. 
as an art of 卫 xpression，07, 71， 239 
292，346. 
Ereaks of 74， 364， 2 
4 of the Futurei” 3. 
Creek，240. 
Imaginary， 312， 
Impotenoce and power ob 70, 101, 3， 


328，31， 

Instrumental， ，70，S8，I00，316， 
320，31-2， ;extremest， 91，60- 
Learned，105，2 298. 
Modern，248，3oo ; evolution of 
105-6，288，985，300，32. 
its Mystery solved， I07，289。 

for Oneself alone，I22.。 
Pure，see Absoliute。 


1I，II93 


400 . 


MUSIC 一 coONwL122plij 一 
Toneless，I22，51， 
Transcendental，8&3. 


the Woman， II1I-5，51， 235-6，85-6， 


CE 271。 
for-alj-the-World，73。 
Mnusic-copyists，359. 
Music-ing,， 74，371I. 
Music-making, 17，37，72，6，1OTI。 
Music-understanding，I113，298，370. 
(Musical Association，The，xviii), 
Miusical 刁 xpressioa，33，43，8 62, 73， 
78, 9 81,， 4,， 8， roI 312,，25，32，4， 
354，7， 63，5. 
Musical Faculty，or power 
306，54,， 6. 
Mnusical Gluttony，298. 
Musical Prose，a kind of 250，3。 
Musical Working-out，337。 
(4Lzxiitcal 7181ozLd xviii，335，45.) 
Musicalised，72. 
Musician，the Mocdern，288-9。、 See 
Poet, 
Musician，Nothing but，II5，334- 
Mnusician, the Professional，3，298。 
Muslco-DRAMATIC WORKS，his own， 
5，7，cf 350. 
Mnust，14，89,，97，I1I0 89，209，56， 
305，51， Cf. Necessity。 
Mystery of Opera, see Riddle. 
Mysticlsm，Catholic，5i。 
Mythos，I53-64，8o，91I ; Corpse of 
103 ; Cermanic，I01-4 3 Greek， 


IO0-1， 


1I53，5-7，6I; and History (xiii)，; 


224; and Life，10I，220; Splinter- 
ing the，I02-3. 


N， 


Naivety，I8，35，0，51，4，6，203， 

Naked : Accents ， 259 ; Aim，210， 
234, 344; Deed, 42 ; Harmony, 297， 
208, 307 ; Man，199 ; Melody，85， 
363; Frose，243 8 Show，.334 ; 
Understanding， 207，70 ; Word- 
Speech,，233. 

Naples and 人 Auber，56 ; Rossini，44。 

Nabolcon，178， 

Narrow-mindedness，205。 See Strait- 
enhed. 

National colouring，58，62，4，91， 

“National ”movement，tbe，50,，3，?7， 


58. 
Naturally-gifted musicians，35，7，81， 


IJaturalness，92，I1O2，3. 
Nature，6o，97，337 ; and Art，Io5， 


INDEX， 


216; 5 Harmony, 217.9 ;Lord ob 
213，86，see Man ; speakiog with， 
219， 64，5 358. 

Nature-melody， 

Nature-necessity，I59，79，88，28I， 

Nature-view，I57，01.2，82，226， 

(Naumann's ZpgrLozy or hfasusic，18)。 

Necessity，8，38，50，60，98，ITI，5， 
8， 64, 73, 4, 89, 93, 208,， 20, 65-0， 
281，329，50，7 ; Artistic，I3，771， 
101，3，29，30，72 ; Dramatic，28， 
I39， 0 42，334， 60， 7，42， 63 ; 
卫 motional， 209 ; 了 thical，I59 
Individual，61，93，105，93; Inner， 
23, 72，I59，72，91，274 ; Organicy 
1o7 ; Outer，I70，9 ; Social，165。 
Cf Must， 

Need (Zed1pz11pztry)，177，92，20I，64， 
331，5o，72，3; and Satisfaction， 
I2，I27，297，300，38，54， 

of Art，201. 

Neoromantics，68,，9，77， 

Nero，186， 

(Were Zetlrcpr 人 AIaprit，vV，x)， 

New and Old，50o，I79，20I，48,，65， 


9 


351， 
2 Age， the， 124，6， 57， 75， 
2 


.205。 
New Path，a，I0，357. 
New-devised，220，9，63，342， 
Newspaper articles, viii，3，I78, 359。 
(NIBELUNGEN，RING DES，xv，1!99)。 
(人 Wzpc/uexpe1t，Die，Iebbels，150). 
No need to understand，219.。 
Norm，I32，5，41，92，23I，362 of 
Standing，statutory,，203， 
Notables, world of 48，51-2，98，137， 


332. 
Note，Held，I22，244，57，61，03 8 
Whole and half，242， 
Note by note，312，59. 
Note-settcrs，74，see Tone-. 
(Nou 亿 ard，G, xii，xiv，163)。 
Novel，FErench，I49. 
Novel in Nine volumes，148. 
Novelty-hunting，08,， 77， 


Q 


Oath-breaking，I84-7， 
Object，the， 罗 ， 64，7，98，2II，22， 
220-7， 32，40， 064， 0， 320， 3 3， 9 

370 ; of Love，I3，37，236. 
Objects and Opposites，207-8， TIze 
376 ; and Relations，229，30。 
(CDcean similes，ITI，280, 8，3oo-T。 
CQEdypus-myth，(xii)，18c-91，236. 


INDEX 4o7 


(Oesteriein，Nicolaus，xh) Oppreemoms ，097。 

Omninatural，154- ORCHESTRA，122，301，6 24，28- 

One and indivisible， 123，56.。 6 45，7，77， 
209-70 87，8，93，300，35 | ，Berliozian, 76,，9，94，332。 


343。 71， Bridieless,，3 
Open air Perlormances，127，8. Carrier of the vocai.melody, 77, 307， 
Open Sounds，225，66, 7，73，6，309， 315，6，35,，see M， 人 
See VOwels。 -Colour，78，3o7，cf，Instrumeat， 
German (executant)，370. 
Language op 308，75，6, 9 20 2 

324，30，I，3，4，40， 66, 70-!. 
Modern,， 77，9I，300，I6,，20. 
and Singer，309-Io，64-0。 


Aim of 79，50.  ， 
Content ob 45，85，… 
Downfall and death of 16, 34，46， 


IO3， 
“Dramatic,”34，41，2，7,，77，8o， 
92, 4,，303，I2， 
Dramatic bases of 1I9，61，320，43. 


as Tempest，300, 7. 


Order，see Quiet. 
Organ, the，!22，3. 


上 arnest，or serious line，24，7,，48, | Organic Artwork，342，50 ; Creatioa。 


312， 
Evolution of 1I2，8，29, 35, 8, 45,，| O 


48，50，64，9， 82,，8,，9I，357. 


Factors ob 25，7，35，59，64，78， 


82，363. 
Erench，14，28,， 41，55，92，II2， 


Frivolous line，24，34，79，85，91， 
Future of Io3， 


Organism v。Mechanism，76，105 


1I00.9, 32，5, 42，337 ; Impulse, IO5- 


rganism，Defunct， 205; Inner， ID4。， 


IO00，7，52，266，72 ;Living，I7Cv 
3o4, 9; a Womanly，vii， IO9。 汐 


110，32，72，93，217，314,，71.。 


Originality，73，II4. 
Orthodox belief，L 14. 


German，1I3，362 ; Germany，in- | Osmin and Figaro，Mozart's，062- 


troduced ionto，135。 
640Grand,”92。 


| Other, the，300，75，6。 


Outjandish, the, 607-8, 9I，104, 73- 
Outside the pale，18o，374。 
Overfjl，247，72-3. 
Overtures，operatic，340,，8. 
Ownership，see Property. 

Oyster a plump,，77. 

Oysters and champagne,， 82。 


4 Historic， 57，64，9. 

Italiaon，35，9 42,，91，1I2，362，9 ; 
old-，1!8-9， 入 I33. 

Modero，vi，5，!4，20，30，4。62， 
233， 

Modernest，47，79，I0o0, 

4Mounting，extravagant,， 6I，5， 735。 

Naive line，35， 

“National ”line，50，7，62， 卫 . 

Nature of 1I2，20，47，320。 

Origin，!4，28，39,， 49，5L， 107，33，| Paganism，164，6. 

Refhective，or speculative line，35，| Painting and Music，I2I，Ssee Tone-。 

Painting and Poetry，II9，20，5，31 


42，57， 
4 Romantic, ”3o. 
Spontinian，34，55， 
Spread ob 20，4，43， 
Opera-circus,，31. 
Obera-coach, 93， 


Verses Written in Somc Persons 
mouth，I21，cf. 241，50。 


Palaces，40，51I，I32，5，373， 
PALESTRINA，I8， 
(Pantbeism，275)。 


Opera-comPposers，5，9，24-5，106，8，| Pantomime (Dumb-show)，77-8，I27， 


1I09，343，66， See krench &c, also 


Poet， 
OObera-embroglio，39， 
Opera-symposium，607， 
Opera-ware,， 1I33. 


OPERAS，HIS OWN，vii，ix，xvi，356. 


1I34，320，I，01，5， 


Paris ， Opkra，28，47，8，57，89，92 


Optra comique, 92 ; bubiic, 35. 76. 


Paris the seat of modera Music- 


wisdom，46，75，36o0， 


Parricide，I81. 


Operatic : Aria，see A; Dialiects,| (PARSIFAL，xiii，I0o，![，209，304，49 


358 ; Form and“numbers,”I5，9， 
28，38, 46, 343, 7，8, see k Text， 


1I8，27，30，I13，359-61，7o. 
Opium-eater's dream，75. 


375)， 
Particularistic and accidental，222。 
Particularity (Bexoxzderpez/)，I96，279 


288, 308， See Specifc. 


408 


Parvenu, the boastful,， 83。 


Passion， 3 2 23 ; Gesture of 367 ; 


Man o 

Passion-piays， Medieval I36，6o。 

和 ofcial， 2 攻 
2St，tnhne，270，370，cf。T 

Patriarchal Families， 28 287 旭 3 

4 Patriarchal ”， 0 285.0o 

Patriotism，I85，8. 

Payment of the Artist， IST1，374。 

Peaceful and passionate，206。 

Peculiar People, a，288，cf， 5。 

Jedantry,， 34，8,，9，42，I35 239，98. 

Teen-ahow nn TTenr -Play，135， 

berformner，the，24-5,， 46, 99, II9，321， 
353,， 6b0,， 9 72， See Singer， 

(Lecili，: 1) 

“Period，musical，259， 62,， 94,，372， 

Personaj cbnsiderations, i ix，9，IO。 

Personality，the，I5，I73，302 ; Free， 
6I。 See Indqividqual. 

herspicuity， 274，5，74。 

Petty，the，ix，I50，210，21，55， 

Phantasy，the，I20，60，1I52-4，5，61， 
21I，2，7,，24，30，6，52; Sig tless， 
I32，322 ; Unchained 1I04, 7 3 Wil- 
名 1，5o， 163， 278， 

Phantasy，Abppeal to 74，96，r29, 3o， 
I38，43，5，I6o，209，77-8，322， 


332， 

Phenomena of Life，1I65，206，8， 72， 
220,，32，349 ; of Nature， 1 52-4， 61， 
1I65，8，21 6-8， 334. 

Phenomenal world， the，!98，217， 

Philistine，the，374. 

(Philology，xvii). 

Philosofhy，157，77，327，75 and 
Music, 6 ; Religlous, 317。 

Phbrase， Verbal， 245，54-63，8，79，91， 
325,，62. 

Phrasing，Vocal，27，35，3IO，65， 

Physical Existence， 220 ; Science, 217. 

2 exterior， 76， 207，70， 
272，5，8o，305. 

， 了 Pianoforte，the，85，I22，3，5I，253， 
cf. 311。 See Violin. 

Picture-gallery, Symphony &c.， 21. 

Pictuxes， living (Passion)，I6o. 

Pietists，musical，44-。 

Pity，I90; and Indignation，I77。 

Planet, melodic， 83， cf 2600. 

Plastic art，I19-20, 5 31, 2, 4，240, 337。 


Pjay, Modern，149 ; Spoken， 241，9See 
Drama Folk-，&c。 
Play-maker，174. 
Pla 人 20I, 340; Absolute, 333 
olk s，I99, 
Piethora of 人 cltion，128，32，56，64， 


INDE 人 X。 


I71 3 of Scene 136 7 of Sta 角 728 
135, 6， 69. 
Plot, 62，5，93， Action。 
Poesis (Dicpjexshjh 229，32， 6 48， 52. 
bx the，I159，2II，4，7，20，05， 
376 :一 
and the Composen Or 
”1I5，9，24-8，31-3， 7-8，5 
79，52-4 2 9 IO0， 3 2 
202,，74, 7， 9，90，3，300- 了 
336, 44，7,，5I 

Degradation of ER 82，93， 
9099， 忆 

Jrnmatie， 170,，360，334， 

.5 Fertilising Re vii 109-I0， 239 

290,，376, see 上 

5 站 170.， 
terary,， 3. 

Modera' 138，68，200, 42，5T， 
Natural and Artistic， 152 
4 有 Romanticy'”51， 

Secular，244-。 

as Servant，19，37-2，65，82-3， 252。 
State-, 195， 

and Thinker，xvi，I75，7。 
Tone-wed，286. 
人 282. 
Veritable， 84,， 278. 

Poetic.Aim，vii， (xix) 7,， 72，99,， 739, 
208, 1o, 2，39， 6, 47-8，52，4，65, 74， 
290o，307 I4， 29, 30 0 40 4 8 603 
Highest，253，70，94，322，51，4， 
372 ; Realisement of 29， 33, 43, 53， 
208, 32-5, 55， 0 03， 8o, 4, 93, 0 303， 
3o7,，20，8，34，6，8-9 4I， 3， 9 7， 
39594，9， 69, 70. See Aim，Conceal- 
imnent，Dramatic. 

Poetic-force of Folk，I53，62. 

Poetic element of Modern Life, I32,， 3 


I40， 7. 

Poetic View, the，I57, 77. 

POETRY, 224 :一 
Christian，I25，34，302， 
Didactic，I21，97，282-4。 
the Handmaid, 49， 
Life-portraying，96。 
Literary，I19，21，40，260。 
Medieval，!25，239， 
Modern， 248， See Verse. 


and Music，8&， 23，39，49， 69， 36 


xz08， 281. Vide sub Poet，Tone 
&c。 

Narrative，or descriptive，II9，25o 
1I27，31。 


Soulless，I51， 

Police， Barbarous， 353 ; -Warrant， 
203. 

了 olitics, 4，5，50，157，78，9o， 1，5。 


INDZEX。 


Political Articles，1I78; Iadifference， 
175，8; and religious 〇 on， 
67，95 和 Wisdom， 1 See 


tate。 

Politician and Artist，(xi)，5，Io，I178， 
I93，5，373，9， 

Politlico-prosaic，I99。 

STR 
olypnony，(xvi) 03，302 

ER 6ser-fo 让 56， 

Portioning and Re-piecing : Musical 
themes，70，9，85，Io9，348 ; the 
Mythos, 156,，03 ; Phenomenay 152， 
2181.2，R，391 Jootieoatu 人 ff 4143，50， 
200，22，790 ; Speech-roots，229 ; 
Verse， 249. 

hortrayal，Lbhysical，519，524，0，30， 
153，5, 6o，97-8, 207,， 8, 23,， 341 05. 
See 了 Representment， 

(Positivism，202). 

Possibilities, Artistic, 8S，ITI，228-9，00, 
350, 1 ; Dramatic, 32; Musical, 23， 
31，288，98，320， 

Potsdam，(I50)，190。 

(Praeger，Ferd.,，I78)。 

Pragmatic，210，55，65。 

187，9o. 人 

recipltate，a Social，I40，75，cf， 

Prefhx and Su 作 x，242，4，358. 

Prejudice，II，I68，205. 

Preoccupation，selhsh，219， 

4 Preparation， artistic，222-3,， 60,，330， 


334. 
和 the，103，209 ; the Artist of 


370. 

Present and non-Present，203，IO，31 
302， 24-8， 359，7，49，50， 69， 76， 
Pride，Woman s honourable，II[，4。 

Priests，70， 

Prima Donna, 43. 

有 Erinces， 9o，I32，5，74，86,，373， 
Princes and Pedqlers，57， 

4 Prince and Princess， 61I，3,，0， 
Privilege and Plutocrats,，58，2o03， 
Procreative，52，9，83，105，8,，236， 
Profaners of the stage,， 83， 


Programme，explanatory, 74，96,，307， 


cf， 278. 
Pronunciation，249，59，6I，359，01， 
Property，I85，92，203， 
Prose， Modern， 230-1， 


Vulgarest,， 359 ; a Washy，201. 
Prose， actors changing Verse into， 
242，3，50,，2， 
Prosodists and Metricists， 201。 


Prosody，240-4，50，4，5。 
Protestantism，I37。 


409 
Providence,， 173, 4。 
Prude， the，II3-4， SI。 
Prudence，IO，3，I91，352。 
Prussian 不 sthetics，3003 Gaard, 63 


Cf Potsdam， 

Public,“ Emancipated,”49 8 Greek， 
6o0， 282， 3; Opera， 42-9， 8， 8o, 5-G@v 
94，9, IO00, 369-71 ; Reading,，3, 53 
Theatric，140，372-4。 

Public Life，59， 下 ; Opinion, 1I8o 6 
I91 和 Voice，80. 

Punishment and fault，47。 

Puppets v， Men,，64，!o00， 

Purely.TIuman 40 0 531， 62，79，154， 
170，82， 9， 95, 9 207, 3, 22, 30，59 
204， To 342， 

lurcly-jindividual，302， 

Purely-Melodic, 48. CL4 Absolute， 

Purely-Musical 19，29，37，79,， 9 83， 
295,， 6, 9， 313，5，27，44,， 6I 3 9 

Purely-Religlious，302， 

Puritanic pride，I23。 

Purity of Art-variety，or -form。，I20 


I74，90.， 
Purity，Melodic，51，4，8o,，2，94- 
Puzzle-brained musician，a，364- 
Pythian Inspiration, 72 ; Oracle, 187。 


Q. 


Quiet，I85，204，5 ; and Order 7S7， 
188，9o，205. See Repose。 

人 and Measure，154，7，274- 
uietude，a seeming，309。 


及 。 


Rabble, the，I31. 
RACINE，I24，33，4-。 


Rags and tatters，95，270， 343。64- 
Ramifcations， endiess, 212, 20, 6, 8z， 


，38. 

Rationalism，prosaic，217。 

Reactionary， 45，9，224，90， 
StOrat10n。 

Readiog， dumb, II9 21， 37,，9, 48. 


c Re 


| Ready-made dramatic Stu 华 142。 
| CCf 


。、 Melody， 


9，54，84 ; | Realisement，139，54-5，65， 201，23。 
Pragmatic，265 ; Prattling，55，83 P 


305，27，2， 56，70。 ”Sece 上 oetic 

Alim。 

Realism,，96，138，49，65，76-7.。 

Reality，155，65，216，7，20，32， 和 6 
325,， 49, 54-。 See Actuality ,Thing 

Reapers， the，40. 

(Reason，2,，200)， 


410 INDEX。 


(werx2N1lip)， the, 45，205， 

357，@05. 

Receiving and Imparting，2I，7o0 ; 
and Surrendering， TYY，4。 

Receptivity，71，I20，55，98，208，46- 
247，9，70，331. 

Recitative，26，7，8TI，I09，359，61 ; 
becoming “Arioso,'"28， 

Red and Grey，xi，81. 

Redemption :一 Love, 190, 236, 86 ; 
Melody，5I，3，I07，233， 99 ;一 
11tL0 Cod，I58-9，63，278，302 ;一 
cothe Aim，235，90 ; Artist，o， 
376 ; Poet，v，115，234，55，78，85， 
286, 99 ;Thought，I4I，275，81 ;一 
Mutual，253，313. 

Redundance，I 50，see Plethora。 

Reeking salons，52. 

Refhlection，36，42，58，207，324，5， 
352，5。 

Refective Drama，139，46， 283 ; 
Opera，35，8. 

Regulation-livery，6I，see Uniform， 

了 Rejuvenation of Art, 9o， 

Relations (social &c.) 1o3, 202-3，I0， 
239,，54,， 322，51 ; Historic，I7T,， 209， 

Religion，4，157，6I，86，202，55， 
352 ; of tbe Future，202 ; Natural， 
20o0 ; and Opera, 65-0， See Chris- 
tian，&c. 

Religious Conscience，20I1-2 和 Rites， 
I85-7，283. 

Rememhbrances (musical)，328-9，35， 
336, 45%5 6, 7, 63，7，8. 

Renaissance,， the，I24，3I，373。 

Repetition in Art，228，51，2，62，4， 
208,，8I，329， 47，8,，60 3， 4，7，8. 

Repose，205，6，323,，30，3。 

”及 epresentment (DaxstelLzezzg)，I20， 7， 
I32，6，43, 52，4，60, 216，350，5， 
370. See Porirayal，Scene. 

有 Research，Historical，I8，Ioo, 69, 77 
Scientifc, 1I65，7，2I7，04。 

Resigned 记 ii-will，I76. 

Respectability，74，253。 

Restoration，5o ; radical，I38。 

Reverence，I8I，204，352， 

Reviewers，3，193. 

0 5，I503 of Fish-fags， 


50。 
4， 44，5 98 ; Love as， 
”TI82 


(Keczzie 太 caeyzL1tCM1NC，XV)， 

(RHEINGOLD，DAS，340)。 

Rhetoric， 32，5，88，1I46; of the 
Tribune，I78, 284，。 See Talk， 

Rhetorical 卫 xpression，26，I09，25 ; 
Pigtail,， 81. 


Rhyming “roots,” 228，70，6， 必 
六 70 


me。 

了 RHYTHM，Io4，5， 8，268,， 319 :一 

Devices of 2 

of Folk-melody，52。 

Fractions of 201-2。 

and Gesture，228，see Dance， 

and Melody，225，3o，40，8，57， 

252，302， 

Musical，243，58，6o。 

Natural basis of 258， 
Rhbythmic life, or enlivenment, 259-60。 

202 ; retardation，242. 
人 HpN1p11zttC，239，44，8，83， 
Ribands of melody，230. 
(Richter， 1 Paul，xvi). 
Riqddle (of Opera)，the，I2，5， 和 ,42. 
Ridge and Hollow, 259-62,79, 86,36o。 
(了 RIENZI，xvj，98)， 
Right, Divine, 1067 ; Historic,，203，IO。 
Ritornelles and Interludes, 346, 66, 7。 
(Ritter's Cazrloxzy or 4Izprzc 18). 
River，the Orchestral，330。 
Robbers by Grace of God，58-9, 
optz1t 0G25 0015，89. 
(Roeckel se FoLp5pCHer ”xiv)， 
Roman 人 I78 ; -German，92。 
Roman-Cat 


I34. 

ROMANCE, The，I24，32 :一 

as Art-form，I21，9，72，4。 

Burgher-，I37，40，8， 

Dramatised，I27，30, 6, 43，7，8,， 74。 

Historical，I70，3，7。 

and History，129，34，0,， 43，7。 

Legendary，137， 

Medieval，1357，65，9，?73，sophis- 

ticated，I47。 

Modern Source of 143，57， 

of Modern Times，I48，9，90， 

Nature of，I360. 

Ritter-，139，64. 

-Writer，method of TI28，70-4。 
Romanic nations，I30-2，244，5，358。 
Root-Motives，347. 
Root-Syllable，240, 2-5，54，60o0, 4 7 

358，62 ; -Vowel,， 272，3， 8 
Rooting up the Folk-tree，58，I62， 
ROSSIND vi 41-9, 50 9 6-7, 69,79, 82， 

85, 7, 9I， 4; and 《ARosz1zc1tz,， 89. 
Rossinian : era， pre-，8I ; wanton 

smile，9o0。 

Rossini s 7axmcexedi 53; 7210 57, 89,93。 
Rough and smooth sounds，271I，308. 
Roving through the breadths of 

Nature，157，67，289. 
Rulers，I60.7，73，885，90,，2。 
Runs，43， 


olic，5I，60，I05，25， 3 


INDZX。 


S. 


Sacrifhce，5，9o， cf Gods,， Se 了 
”Sagas，133，0I-4。 


Sages，352。 

(SGCeorge and dragon，164)， 

S. Helena and Napoleon，I78。 

SSophia， shrine of 47， 

Satisfaction，mood of 368. 

Savages and fools，27o, 

4 Saviour, Composer as， 60，70。 

Scale，I52，see Measure。 

Scale，Musical，286. 

Scandal, a public，187， 

Scapegoat， TI86. 

Scattered，216,，77, 305, cf Severance. 

Scene，the，!29-30, 0-40， 和 5$， 350,，5 ; 
and ZLocalc，0[，I39 5 Naturalistic， 
IT29，32，0， 

Scene，Change and stability of 7I32， 
I35,， 7，8. 

Scene-painter and stage-tailor，65，7， 
91. 

ce and machinery，062，3，94，6， 

，139， 
cazxsbDielj，I27，35， 

Schema 64 ; Greek，2417。 

CHILLER，I1O，39，43-8，76， 

(Schlegel, Schelling, 发 c.，1i 0 和 

(Schonherr，J， 了.，I14)， 

(SCcCHOPENHAUER，xi，275，317)。 

Science，I57，8，2604-5，327， 

Screws and levers，230，!， 

Secribe，A. 上 上 .，92-5， 

Sculpture，Greek，!04，19. 

Sea of yearning, 36, cf 289， 

Seizable, and seizing，!55，97，9，209， 
210，3，42，5I，0，64，9，76，7，94， 
297, 8, 305, 23， Cf Intelligible， 

Sclf， unworthily concerned for 9. 

Self-Annulling，I83，6，9，9I ; De- 
fence，18o ; Dependence，I96，231， 
249, 73,，91，303，6, 7, IO, 5 30, 52 ; 
Determining，I88，202，3o0. 

Self - Glorification (Music's)， 346 ; 
久 nowledge, 155, 200, 7; Love， II3; 
Oblivion，37，208 ; Ofkering，I12， 


353 6。 

Sel{(-Restraint，231， 351-4，6，70 ; 
Righteous，II4，84，0-8 ; Sacrihce， 
II4，88 ; Seeking，1I85，6，371; 
Surrender，1II，270. 

Sensations,， or einotions，264，9，81， 
326; Mixed，or transitional，209， 
291-4,，323-4，47， 

Sense of Language，193, 268. 

Sense and Sound, 259-63， 60, 73，9,， 9 
293，308,，I3, 27, 60, 2， 3. 
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Senses，and ea ?79，26，9， 
1738, 52，3，98,，202，26，72，8o, 97， 
299，302，49，75 5 transmittng to 
3 264，8，7o，3。7, 93,，318， 

多 全 

Secnsuaus (53378105p)，226，40，6，9 
257, 74, 91, 2, 8, 308，Io,，25，3I， 2 
302 ; substance, 264, 0, 9。 

Sentimental songs, 43。 

Setting (Aazsrszjlg) of verse, 249。 

Severance,，I57，200,， 32,， 31I0,， 2，5o C. 

SHAKESPEARE，vii，00，I24，7，30 
I34，7，68 ; and History，143-5; 
narrowing the Stage，I28-30，6，9， 
but leaving it bare,，I32, 9 0, 8, 43. 

Shallowness，6，!00，4I。 

Shams，42，53，76,，242, 9， 

Shape，Io4，0，54，28I，343，50，63. 
See Form。 

Shaping，artistic，60，70，Io8，42，5 
I02,，77，21I2，4，06，8，22，49，77 
338 ; -Impulse， I43，7，330，I，42， 
371 3; Life, 165,，3537，75， 6. 

Sharers，Sympathetic，219，99， 
33I， 7，8,， 40,，68, 72。 Cf Sym- 

Shifting bass，a，297，8. 

Shining for oneself alone, 353。 6. 

Ship， the,，301，!4。 

Show, outward,， I52，2I7，72，32I，3 
324, 33，5， 0. 

Shrivelled man,，a，I5I， 76. 

Sick man and two doctors，353。 

Side-Worqs，257-9，see W. 

Siegfried-saga，16I，(103，7). 

(Sicg11Aed Ler jz xii，286 ; SSxA- 
ze0g 720， v，xiii，304)。 

Sight and Smell, 40. 

Simplicity, 37，76，Io% 30 96, 8, 203, 
210, 32，50, 85, 9. 

Sincerity，50，320, 3。 

Sinfulness,，I8o, 92. 

Sing-song, 26, 201. 

Singer (operatic)，the，43,， 99, 312, 59- 
366, 9 72,， 3 "5 Throat 18，24。09 
298, 361 ; Wilfulness ob 20, 77. 

Singers mouth to chew，for the 


250， 
Singing-actor，78, 309，I4,，72. 
Single (ezzztzg),， 335， 49, see Unity-。 
.Sz7z120icppeil，53，I20，I，288, 332- 
.9273711201[，308,，13， 
Sketches for musical picture,， 72-3。 9 
Skimmings from nat. phen.，230。 
Skin，outward，I04，0，272. 
Slaves，90,，352,，73. 
Sloths and cowards，8. 
Slovenly work，361. 
Snow-fats of Prose，265. . 
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So and not otherwise，13， 1770o，95$， 
20L, 9 321， (Cf( 115，55。 
Sociai Beling，a， IO7， 33; Life，149， 
207; Nature，man s，I75。 
Socialists，375. 
Society : Free， 796; Human, IT69, 75- 
I88，9I，5，201-4,， 7 ; Maintenance 
of 179; Modern，58，I77，352 ; 
Organising， 1I93, 20I y Perfect, 192， 
2o0I，I0. 
Song，274， 57 Unmelodic” 37o ; 
4 without Words 253。 See 
Melody，Voice， 
Song-dexterity，18，24，5，6，35，46 ; 
-form，23 ; -tune，25， 
Sophocles，!9I “literary，II9。 
Soul, the，1o4-5，!1，233， 
Spain， 62 ; Theatre of 1I31， 
Species, the Human，! 54，72，230. 
Speciftc，205，7，66，71，5，307，21， 
Spectaclie，57, 138， See Scenery， 
Spectator，128，305，?70o，cf，Public.， 
CR zesthetic， 42，57，I IO, 40， 
culator on the Public，Io3， 


EECH (word-)，54，I28，43，263,，| 


321， 069 : ee 
Articulate， 122,， 225. 
“Combinations ” of， 229， 
“Comphosing moment，227， 
Content of，35，245， 
了 motional，220. 
jiving Flesh of 229，65，72。 
Greek，239-40, See G， 
Human， I23，224. 
Idqiosyncrasies，87，245，362， 
Inostinct of，87, 264-6. 
-Intelligence， 268，77。 
Nodern unemotional， 32， 40， 
245-0，9，50，069，340，57. 
Musical，67-8. 
Ordinary， 240，54，61， 本 33o0. 
Organism，88，265， 
Oripgin and evolulion， 225-7，9- 
29I， 4，307， 
Poetic， 227，54，69，74，322. 
-Reception，organ of，240. 
了 有 Right of 54。 
-人 Roots， 220-31， 45，54， 64-7， 9》 74， 
279，92-3，308，25，57. 
- Speechless Singers，303，4，7，9。 
Sphinx, the, 183， 
Spirit， 39，325-0， 
SPONTINI 29-32, 40 7， 8. 
Springtide，a never-aging，265。 
Stabreim， 2 ( 46，09-71，3，4， 
2 9，8o 7)， 291-3 3o5， 


INDE 闪 ， 


TI27 ;， Mystery-， I28， of the 

whbole World, 97，See San 

0 3 -efect) 33 333 
8 managers，340. 

和 吉 半 the poet s，82， 

Standard，I157，204，see Measure， 

Standpoint， a Temoter，232，305。 See 

人 


2 玫 earthworm，88. 
STATE,，The, 63，209，55，356 :一 
Annuliing， or upheaval ob 4 45， 
”158，67,，89-91 4，5 
-Burzher，196, 7，9. 
Consolidating, 107, 75，85，8，93. 
-Craft，45，I73，375. 
下 stablished，191，203. 
-Eaithful and non-，203。 
V。 上 amily，204. 
iistoric 1I77，98，204.。 
-IIistorico-religious，237，56. 
-Humanity，70. 
and Individual, 61, I57-8，66，72， 
I74，9，93，5，9，203， 3 
Political，158，79，93， 0 
-Politics， 203，64， E 
and Society，184， 55 6 92.4， 65 
-COnversation,，205。 
and Stanciing，196,，9. 
Stereotype，26, 32， 妈 239，320。 
Sterile，40， 8&, 7 7o,， 85，!09，03，74.。 
SNUNI2 (Mood)，140，345，68. 
Stimulus from without，224，36，91 


376. 

Stir，fullest，274，344，see Agitation。 

Straitened，I05，I9， 8I，5,， 288-9o, 320。 

Strengthening the : Accent，2600，38 
Consonants， 240，07，7I ; Expres- 
sion， 227， 50，94， 318 ; Motives 
and actions，255，20- -3，32，4，5， 94， 
303, 38, 47， ， 
tresSs，See Thrust. 


9-3I | String- and Wind-instruments，I22，3。 


0 of Artisb 13; of Style， 

6，(208) 

Stuff for bearing，236.， 

Subject andq Predicate, 268，see Con- 
ditionor。 

Subjects，or moments，from jlife or 

ature，74，96，8，198，208，I2， 

332-3， 

xcp 291。 

Subservience，352.。 


| Subsidiary characters，61，303. 


Substratum，Musical， 40，L， 
Success，5，44，I0o ; 人 7，372。 
Succinct， 154，234，56,，6o, 79， 


Suke、 newer English，I38 ;5 Folk-，| (Sadcdetpiprc1e Perse，4)。 


INDE 人 。 


Suggest，of shadow forth，120，97， 
223,，93，328，55。 75. 

Summons to the people，I78. 

Sun-mythew 16I， 

”Sunrise, an involuntary，98. 

Superhcial anaiogy，275， cf 314。 
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Thought and Memory，325-63 and 


Senscs 137，55 

Thought out， (or a thing of)，r22, 86，- 
192， 7，200，I1, 30, 3 98 9 307, 1 
328-9， 38， 44，9，70.。 


| Threat (in CopemkEyzzw) 


| ，368、 
Superhuous，233，3II，8，22，42，5，| Thrust，or stress (Drang) Artistic, 76， 


354。 
Superlative， using the，36o. 
Supernatural，and suprahuman，76， 
54，73，273，7， 


Surprise in Music，91. 


I06，25，6，47，54, 250,，63, 300,，56。 

375 Instinctive，.179， 200，206， 

353 ; Outward， 1I26，65-7，200, 92. 
Tieck，Ludwig，I37-8，(150). 
Timhxe，I22，302，8，I 2.。 


Surroundiog，the，62，92，145，69，| Time and Space， 176,，215% 6 7,， 319， 


I70-2，9， 9，200， 56， 3o4-0 ; 
Natural,，333，49， 
Surveyabie，212，4，32，305%，38,，47， 


35o, 64-. 
Swarm of fables, a，1063-4. 
Sway (Zzwaxgj，natural，266，74，cf， 
IIT. 
Swimming musician, the，289. 
Switzerland，57. 
Sympathy，I189，207-8,， 1I8,， 9 327， 4 
347，See Feeling (fellow-), Interest， 
Symphonies and operas，46. 
Symphony，the，348; Vocalj，15D 
30o2-3，6， 
Systems，350，75， 


T 


Tale of Gesture, the，240,，3178. 
Talk (Acac),，132，3,，229，50，70， 83， 
321，59， See Rhetoric。 
(TANNHAUSER，xiii，162，333， 68 
-Overture，340).. 
7zxro，Goethe s，142， 
Taste，Public，II，2，45，73，373. 
Technical power (Berlioz)，70， 
Tendence and sentence，344,，7， 
_Tenor，costumed，98， 
Textbook，361I，70，!， 
Thekatre Francaisy 33， 
Theatres，German，5，I38, 359，09， 
Thebes，Citizens of 184-9. 
.Themes as“thoughts,” 329,，35， 
Theology，157，3260. 
Things as they really are，153，65， 7- 
169, 77，21I1. See Actuality， 
Thinker，the，I75，92. 
Thinking artists，xvi，357。 
Thinking and Dealing, 144, 96-7, 205 ; 
and KEeeling，200. 
Thirty-years War，145， 
.4Though ”and “和 but， 73， 
Thought become a Man，309,，cf.， 155; 
Poets 86，1Io, 76，243, 75. 


See Operatic， 


”337,，49-50. 

Time-length of Play，curtailing，128， 
130，0，9，cf 350. 

Time-measure，I08，225，8，40.。 

Tonality，29。 See 下 ey. 

Tone: Art of 23，285; Body of 
122 ; Breath-souled，274 ; Chief- 
and lesser，279-8o，9I ; Musical， 
88， 123,，261-2, 6, 75,，307 ; Sound- 
ing，273 ; Toneless，I22; Veil of 
345 3 Vocal or singing，I22, 3, 225， 
229，49，71，309. 

Tone -Artist，20o ; -Clan，or -kinship，. 
279，8o, 1 4, 0; -Colour,， 1I23，302， 
307-9，I2 ; -Families，279，87 .9 
-Figures，379，20,，3. 

Tone -Ladder，286 ; -Mass, 302, 6, 7， 
3o9, 1I,，6 ; -Masters, 312; Melody， 
253; -Modellings，273. 

Tone .Painting，!27，332，cf. 74，960 ; 
-Poem，39 ; -Poet，24，5I，300, v- 
musician，298 ; -Setter，90。. 

Tone .Speech，vii，224，76 ; absolute， 
231, 307 ; poetic, 29o ; to be struck 
from outset, 234 ; and Word-speech， 
200，23，4,，6, 30,，3，6, 63 76，84， 
290,，313，25,，40-[. 

Tone -Varieties，28o,， see 下 ey。 

4 Too beautiful for music,， 252。 

Totalities，essence of 105. 

Tourists' hbandbooks，50，062， 

Traditions and rights，I09，20I1，3。 

Tragedy-ware，133。 See Greek 广 c。 

ragic Artwork， the，!I9. 


Training one's faculties，I52， 


Transfiguration through Deatb，!59- 

Transiated Operas， 359.62，6，93 
from Drama,，33. 

Travellers，the two，300-1. 

Tricks,， musicaj，340. 

Trills and /eralc，94， 

(TRISTAN UND ISOLDE，xvi IO。，71 


199,， 275，94). 
Trite phrases (qialogue)，32。 


,Triviality，230， 


4I4 INDEX， 


Tmth，I3，7，Ioo，68，9I，375 ;| Unitarian Content，I4I，343，5，8 
Dramatic，28，144，56，99，335 ; | ”Form, I41 6, 56, 77, 343, 7-9, 64, 7. 
Histonc 1495 69-70, 4; Musical 33， | Uniting,， 27o，335，49. 

54，69; Weber s love of 84-5，362. | Unity，138，60，216，28，372; of 
Tune, 48，51I， See Folk &c， Action，746，7，215，350 ; of Ex- 
Tuning down one's powers，289, ression，209，87，343，5，95 of 
Turks, the，40，02。 lace and Time，I74，349， 
Two or one ? 355。 Unity-plays，350。 See Aristotle. 

4 Two witnesses,，” 322。 Universal Lonscience， I30， 20I 和 

Types，I6I，73，4，221I，321。 Feeling， 275 ; Receptive-faculty， 

TYyrolese singers，52， 104，55$，217，76 ; Religion，2o02。 

Unloveliness，v，1I76，241。 

Un-Nature，I5，34. 

Lannatural，1I2，25，38，44，6，50,，76， 
82，Io2，210, 34， 

Unrest，753. 

Unsexed dames，I13， 

Unspeakable，the，376-8,， 22，30,， 44 
of Gesture 人 c.，306,，7o0, 

Unspoken-out，298,，9，329，30。 

Un-utterable，the，54,，317. 

Unwonted, the, 76，I64，8[-2，5，216， 
234,， 88，9I，339,， 41. 

Upheaving Nature，213，7. 

UPstroke and downbeat，243，5,， 61-3， 


U， 


(Uhlig，Theodor，as writer，x)， 
(CNLw Zelierr lo，v-xiii，xvi，2，I18， 
148, 238，304，40)， 
Ulysses，I91I， 
Unbroken，I05，29，272，335, 43. 
Unconsciousness and Consciousness， 
27，39，8I，I03, 7，IO, 41，52，65， 
I73，8o，2-4，9，93，8,，202,，6，20， 
240, 65, 76,， 8I, 4，324，5I，6，7，71， 
UNDEKSTANDING， the， 153， 
211 :一 279， 
infnite Accommodations of 2o9,， | L7-,， 235 ; -Kinship，275-6, 8,，88, 9o 和 
-Tone，307， 
Utilitarianism，I86，219，20,， 
Utterance and manifestment，106，24， 
IT31 41， 50，75，98，202，I5，6，23， 
225，54，60，71-2，5，8I，99，3oQ 
323，9, 49 ; Organ ob !04，52，200 
224，343-4. 


2390, 394. 
Arbitrary faculty，282. 
“Combining,”200-I，8，1I10，2，22， 

27o, 7. 

Denial of 213-4. 

Evolution of 224，35，82，4. 

Jnner，247，sSee 大 ez128111L. 

Naked，207， 

Organ，or language of，2p20，32,，4， 
235，9，64，313，7，29,，45. 

Poetising，or the poet's vii，217，3， 

220，2，32，5，0, 77，338，44- 
Quiet of 206，18. 
Refhective，157。 
Scientifhc，217-9， 
to the Understanding，207，31，43， 


V。 
We IO7，I3， 2o8 340，61. 
ariety，202，39，58，03，88，342，70， 
CC 


“Variegated ”orchestration，37o. 
Vary，not Invent，20，Io8，92，282， . 


374， 
Vaudevilles，French，55，283. 
Fez7ztU1t11，2，205-7，17，24，357，65. 
Verse，239-53，36o ; -Line，244，51; 
-Makers，242,，52 ; Modern, 241, 8 和 
0 Or Spoken，256-8, 6o-1， 


246，8. 
Wed to Feeling,，235，cf 28o， See 
also 下 . 
Understanding ( 太 crsl6zza12155)，vii，x， 
154，254，62，74，336，50，7，03，5， 
309，72 ; Instinctive，209，65; 0 
”Man, 27I ; Modern，I46; Mutual， 
247 ; of Nature，218-9; Toilsome， 
298，37o。 Cf Intellig. 
Undraped fgures，199,， 
Un-human,， 76，353， 
Uniform (n,)，63，177，99，203. 
Unison，55 ; thundrous，63，98. 
Unit, the，1I23、57，352 ; in Society， 
202.。 See State 以 C。 


303. 

“Verse-melody， the，252，86，315， 
320， 7, 30， 5， 7， 吕 40, 62, 3, 76j its 
two Sides，313，8，24. 

exzsla1Nd and 大 cz5lG11dI8T53 247。 

Vicious elegance,，45. 

View in Common，153，5，6，209 ; 
Ground-，I8I ; Power of 206。 See 
Nature-，World. 
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INDEX。 415 
Views，Erroneous，I8o，92 ; Gener- 1 Weber 了 . 丁 . Ch vi，ix，118。 
cmsccepted，I170-1，9，82，254, | Wedding of Foetgy and Music，239， 


3 Individual， rz43，See Ethical， 
Villsin of the pla7，07. 
-Vindication，or warranty，50，3，69， 

8, 96, 8,I10，56,，00, 4，70， 83， 

I88, 9, 201 2, 4， 6-8, 14 20-7 4 50， 

281， 93, 7, 9, 303, 0 1 8 20 D 9， 

334，7，495，9)。 

Violin and pfte，I22，312。 

Virgit's 还 xxetid， TI9。 

Virtues and vices，1I93，352。 

Virtuosity，24，46，55. 

Virtuoso， Instl.， 365 3 Ptte， 123 ; 
Singing，27，35; ITheatric， 749 ; 
Violin，361. 

(Vivisection，I04). 

Vocal art，312，65. 

Voice，I22，5I，302，9 treated as 
inst,，309，II-2，61，5，9-70. 

Void and pull，33，4，6I，7，76,，I00， 
249，302. 

Volcano，a Stage-，57。 

omslied &c， see Folk。 

Voltaire，355， 

Voluptuousness，46，51， 

Vowel，the，200，72-3，5 ; -下 amiiy， 
276; one Favoured，309 ; Sound- 
ing，229，71，3，43; becoming & 
Tone, 276，8，8o,，307，I3。 

Vowels and Consonants，88，225-7， 
240，5o, 7，66，7，71 3 4 307, 9 
3II，2，0，01， 

Voyages of discovery,， 7 165, 7， 8， 


W. 


WAGNER， 了 RICHARD， See Literary 
works, operas, &ci (his Farrot， Viii)， 

(Jasrtex 0 0b725 ZLxpz-1N1tE11C，xii 203)， 

(Wagner-Museum，x). 

(Wagner-Society，xx). 

”Japzp，134。 See Illusion。 

(WALKURE, DIE，375). 


aenstezzz 144-5， 


Want (Woztl&)，25，150，247 ; Poet 's， 
97，127，233， 64-9， 78. 

Wanton, the，1I2，3，4， 中 

Warmth，artistic，27，39，141 4 of 
heart，273， 

Waste-heap of civilisation，374，5。 

Watershed of Drama，14I. 

\WVEBER，49-54，6,， 82.7，9，II3， 62 ; 
his Error 83 ;his Librettists，532-4， 


| 


94， 
Weber's 瑟 Uh1NC1210e， 
cpilg， 5 3， 82，43 Opero1t 


83-7，94， Ket- 
87， 


28o, 5-0， 313， 75-6。 
Weimar Court，373。 
Well-to-do， thbe， 
Whbim，and whimsical 72，5, 9 100, 


13I，63，77，210，21。 See Caprice. 
Whiledy faaled ana 
85，311，cf 


4o. 
Whole  a， 71，86，128，55，7，218, 32， 
270,， 87,， 342，72 ; Being，!I4 240， 


270, 

Wilfulness，I59,， 73，93,，250,， 74- See 
Caprice， ， 

1V5Lpelmt 412zsler，176. 

Will，the，I1I，9，60，73，209，303， 
324，41，50，74 ; Artistlc, 120，30I， 
343，57，8, 72，9， 6 ; 了 xpectant, 339; 
Free，352 ; Intellectual，208， cf 


324-. 

Will and Can，(xvi), 1r5, 33，69,，208， 
3o5，24，46，54，72，6. CL 186， 
28I，351， 

115l0pam 720，Schiller's，147。 See 


Rossini. 
Jir and ZJzzozIpar，158，60，73， 
18o，5,，93。 See Caprice Ac. 
Will-less， `I42，73。 375% See In- 
stinctive， 
Wind-instruments，I22，3。 See 1I 
Winds, ruling the，286. 
Winter-frost of Speech,， 265， 
Winter's Cjzlerbrocp、ON1er1er0 362. 
8815rplzchpetit 159, 72。 See Actity。 
1VN5rpaixte opxte LI750che 95-0,，9. 
Within outwards，and vv From 
141，57,，71，222, 71 3， 9 0， 7. 
4 Wohl und Weh,”291， 
Woman's nature, 111, 3， 5 2717 89 
Womanly， thbe，235， see ， Eternal， 
Manly. 
Wonder，the，98，199，212-2I。 321 
334，9，41 3 Dogmatic and poetic 


70,，213-4- 
Wonder-help, the 也 ar s 270. 
Wonder-horn，Oberon's 87. 
Wont，Use and，179，8D 3-8，203， 
338, 9 ; Moral-，193，203- 
Woodiands，the,， 40，51. 
WORD, The，(xviii)，!5， 220，35，53， 
270， 307 :一 
Auxiliary，255-7,， 79. 
and Gesture，320，65. 
-Music， attemPts "it，256. 
-Poem,，24，39,， 282，359. 
-Poet,，23,，233,，47，343， 4 ; 
Tone-poet，270，7，9- 
-Purveyor， 252，3599. 


and the 


416 


WORD 一 coxpHAULd 一 
-Sense，40,，I1IO，225，8，42，51，2， 
254，62，9,， 325，39-61， 
< ，222-3，9 ; abstract， 200， 


INDEX。. 


， 
Xanthus (Achilles” borse)，220. 


230 $ scuncang， or tonai; 240, 341，| . 


347. 。 
and Tune，23， 39.40， 85-6，sce 
Melody. 
- .Verse, 70, 225， 42，53; dimensions 
of 2238， See V， 
YVordless,， 312，65，see Speechless。 
Word-Tone-speech， 239，74，319，24， 


345，03. 
Weorid, the outside，I04，25，55，222， 
?2 35， 75 3 of fancieq shows， 1I52， 


I65， 
World as yet unborn，3a，375。 
World-historical，188. 


- World-Spirit，governing，173. 


World- (or Life-) View : Christinan, 158， 
162-7 ; Greekx，153，7-8 ; Modern， 
43,， 57, 61,， 200。 See LI5CpCUUIBE? 
Life，View， 
Worship and Adoration，155，65. 


Y， 


Yearning，the -Artist's，53，77，106， 


,6; Inhni ， 
2192 2 全 ol 2 1 和 


ing, 
Vounger and Older 73-4, 355, 75.， 
Youth，Heak of I85 ; 本 o8 


I99. 
Youth and Age, 203-6. 


乙 


Zurich ri (xi xiii r8, 3o4)， 
Zaia1N2NlLNAQNE (xixh)， 216，348. 
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